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±ABSTRACT
FREE FORM IN CONTEMPORARY ARCHITECTURE
A thesis submitted by Chong-Keat Lim
toward partial fulfilment of the requirements
for the degree of Master in Architecture
in the Department of Architecture, M.I.T.,
in August, 1957
This study attempts to trace the roots and char-
acteristics of the contemporary tendency toward free
form in architecture; its approach is not a historical
one, and further, the main lines of the presentation
are speculative and hypothetical rather than factual.
A review of characteristic examples of contemporary
architecture is included, however, and a folio of illus-
trations accompanies the text to serve as pictorial
reference. The contents of the four main textual
sections may be suggested by the following notes:
Aesthetics and Plastic Form:
Environmental influences; The range of plastic form;
A relative definition of free form; Intellect and
the plastic sense; Psychological roots and motiva-
tions: Gestalt and depth theories; Abstraction in
Art; The Subjective basis of aesthetics.
Sensibility in Architecture:
External determinants of architecture; Sensibility
as a determinant; The plastic-intellectual balance
in sensibility; Idea architecture, and its plastic
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modification; Stylised form-making; Scale and effect
of free form;.Decorative uses.
Style and Stylization:
Original abstraction and stylised forms; Criteria
for free form: Originality of abstraction, consis-
tency, style.
Free Form in Architecture:
Two trends: Modular and Modulationalfree form;
survey of characteristic work of architects; Tran-
sitional problems of style and stylization; Summary.
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INTRODUCTION
In contemporary architecture, there is an increasing
occurrence of free and unprecedented shapes, forms and
spaces, expressed as an overall plastic design, or em-
ployed as a foil to more austere or conventional struc-
tures. The usage of so-called "fluid" or "bio-morphic"
forms in the plastic arts as a whole is sufficiently
widespread for its aesthetic import and significance
to be reckoned with. Although observers have often voiced
their opinions about the particular merits of specific
works of architecture, however wanton or esoteric these
may be, contemporary awareness of free form in design
seems to be generally confined to epithets like "baroque",
"irrational" and "formalist". On this account at least,
it would appear to be both necessary and opportune to
attempt to go beyond vague generalisations, and to study
the characteristics of architectural plasticity - to-
ward an evaluation of its aesthetic implications.
There has been much authoritative documentation of
the changing trends in the arts and architecture, and
also a growing interest in their cultural synthesis.
This study in the field of architecture is fortunately
not unprecedented and does indeed owe much to the stim-
ulation of the writings of modern architects and his-
torians. Certainly it has no pretensions to historical
2inclusiveness or to scholarly exactitude; in fact it
has to prevail upon a working knowledge of the develop-
ments in history, particularly of the Modern Movement.
Otherwise, it would be both vain and invidious to attempt
to represent the major trends in the plastic arts in
anything less than an encyclopaedia. Needless to say,
much of the speculations to be presented have had to be
based upon indirect sources of reference and upon illus-
trations of contemporary art and architecture; indeed this
study is essentially a hypothesis: to formulate the strands
of personal belief and observation.
The primary aim of this thesis on Free Form is to
obtain an insight into the roots and characteristics of
a distinct tendency in contemporary design. Such an
insight may perhaps serve to advance an embryonic the-
ory about form-making and its aesthetic significance:
toward a direct comprehension of the natural basis of
art and architecture, and its ramifications of style
and stylization.
Architecture can be simply described as: the techni-
que of building transformed by its aesthetic implications.
Although the extent of these implications are not nec-
essarily the same as in the arts of painting and sculp-
ture, they have a common origin: in the perceptual and
conceptual activities of man. To discover the basic
issues pertinent to the plastic arts, their aesthetic
significance must be deduced and determined; and although
3this may initially involve the neglect of moral and prac-
tical rationales which affect design, it will subsequently
pave the way to notions relevant to architecture. In
the realm of essentially inarticulate and non-rational form
tendencies, it seems obvious that objective, classical
and academic criteria are unlikely to be effective in any
sort of verbatim application. Indeed if the compelling
problems of contemporary aesthetics are to be understood,
the motivations and basis are to be looked for within
the minds of artists, and within our own minds.
At an epistemological level, the dilemma of the per-
petual conflict between the classical thesis of Univer-
sality, and the revolutionary antithesis of Individuality
seems to indicate the inadequateness of any exclusively
uni-directional ideal - in aesthetics, as in humanistic
philosophy. For indeed if the subjective nature of man
is examined, the emergent truth will be suggested by the
essential dualism of his motivations. The consequent
philosophic implications would seem to lie with the iden-
tification of twin ideals and complementary polarities.
To go beyond this fundamental realization - as by any
attempt to objectify aesthetic meaning and qualities into
usable constants or denominators -- can be seen as an
expedient and indeed subjective desire, under the com-
pulsions of practical life. However, if the mentality
and comprehension of man is not be subjugated by what
psychologists call the "externality illusion" of the
outer world, the subjective ideals of human activity -
the dual polarities - must be realized once and for
all at a fundamental philosophic level: fundamental in
that it precedes and explains the empirical acts of man,
including his need to have and to objectify ideals.
This thesis on architectural form thus subscribes
essentially to a belief in the subjective basis of aes-
thetic values. As an aphorism it holds that: To man,
beauty is not absolute; beauty is relative to mani in its
relativeness, beauty is absolute.
Whilst it is neither necessary nor incumbent upon
us to examine the various theories of aesthetics extant
since the dawn of human knowledge, the influence of par-
ticular thinkers can be discerned and acknowledged; in
this case, that of George Santayana has been most effec-
tively inspiring. The discussions pursued in the opening
sections will include several extracts from "The Sense
of Beauty", in which Santayana's speculations on the
perception of form and beauty can be found to have a fresh
and contemporary definitiveness, and furthermore, prevail
and anticipate to a remarkable extent the theories of
modern Gestalt and "Depth" psychologists.
The basis of subjectivity in aesthetics has certainly
been substantially advanced by the work of psycho-analysts,
who have generally revealed the patterns of human con-
sciousness, and of visual behaviour, to a level of un-
precedented clarity. This study of near-intangible form
has also been indebted, especially, to the theories of
Anton Ehrenzweig, which have lent instructive and corro-
borative insight into the dynamic realm of artistic cre-
ativity; indeed, without his analytical revelation of the
workings of the human mind, subjective deductions in aes-
thetics would avail little against the dogmas of classical
objectivity, and their pontificators in art and architec-
ture.
My own interests in architecture, in pursuit of a
vocation, included a strong fascination for the plastic
work of Le Corbusier - a fascination accompanied by the
rational inhibitions common in contemporary education.
I found that my response was not necessarily reconciled
to the conventional notions of architectural form in terms
of rational or of classical criteria. Out of an incipient
sense of the growing dichotomy - inherent but connived
at, in' contemporary design - of reason and plastic feeling,
arose this study of free form. First hand impressions
of the Units at Marseilles, the Chapel at Ronchamp -
and also the fantasies of Gaudi, among others - brought
the not unusual conviction that plastic form can be most
fully appreciated only in an actual encounter, as obser-
ver or designer. This, however, is in itself no deterrent
to the practice of dialectics, which is a means of com-
prehending or deliberating over architecture. In this,
the age of the architectural magazine, a major problem
6in the practice of design is undoubtedly that of plastic
integrity; and especially when the practitioner is being
assailed by so much ideology and form-seduction --. and
also by an increasingly absurd pace of "idea-production"
and "consumer-preference" - the path of artistic hones-
ty becomes difficult to discern or follow.
It is then perhaps timely to make a serious assess-
ment of the characteristics of plastic novelty or ori-
ginality, and to divine the significant attributes of
genuine style as opposed to more superficial semblances.
In the realm of architecture that is sometimes loosely
disparaged as "formalist", "expressionist", "eclectic",
or as being "pseudo", a survey without a priori preju-
dices may reveal the contemporary facts of form-making
and of form-dependency that underlie, at worst, the ac-
tual state of architectural sensibility, its suscepti-
bility to elevating inspiration, or to degraded abuse.
7AESTHETICS AND PLASTIC FORM
Some of the difficulties that can arise in any dis-
cussion of Form are usually connected with the meaning of
the word itself. To a writer conscious of the rationales
of utility and function, it takes on a special qualifica-
tion; writers tend to invest the word with an inflexion
sympathetic to their cause. In this way, it is hardly
surprising to find a protagonist of "good form" like
Max Bill elaborating thus on the qualities of form: "We
virtually take it for granted that 'Form = Beauty',"
and furthermore: "Our criticism of form is based on a
criterion of Beauty, on the expressly and pronouncedly
Beautiful."
Such a line of thought may be permissible in a spe-
cial context, but for general purposes it is fraught
with too many a priori notions to be useful. It is there-
fore opportune to emphasise here than within this entire
thesis, the term Form is used to denote, purely and sim-
ply, the tangible shape or configuration, in one, two
or three dimensions: to include delimited space, solid,
plane and line. No connotation of good formation, or
of beauty is implied with the word; neither are the in-
flexions of etymology.
Prior to the aesthetic implications of perception,
8the apparent characteristics of form can be observed to
range from the simple and regular to the complex and
indeterminate: a preliminary awareness of plastic proper-
ties. These descriptions in themselves suggest no sig-
nificance of beauty or otherwise, but have mainly to do
with the physiological ease by which they are perceived.
It is therefore essential to differentiate between a the-
ory such as Birkoff's (in his book, "Aesthetic Measure")
which evaluates the intrinsic and objective features of
shapes, according to their relative complexity - and
the nature of the aesthetic sense. Birkoff himself is
cautious enough a scientist to outline his theory against
physiological Impressions, rather than against aesthetic
response; and although the title of his book makes a claim,
his mathematical methodology does not measure up to a
representation of beauty.
It is of course not within the scope of this thesis,
nor is it its intention, to examine the nature of beauty
in all its ramifications. Fortunately, however, contem-
porary thinking has a source of philosophic insight,
remarkable in its enduring relevance, in the writings
of George Santayana, who has presented the meaning and
nature of beauty in terms of such clarity, that surpass
any that can be subsequently phrased. In "The Sense of
Beauty" he wrote: "All things are not equally beautiful
because the subjective bias that discriminates between
9them is the cause of their being beautiful at all."
The significance of this is heightened by referring to
another of his aphorisms: "Nothing is objectively impres-
sive; things are impressive only when they succeed in touching
the sensibility of the observer; by finding the avenues
to his brain and heart."
These are then hints of the subjective philosophy
of aesthetics which Santayana developed so fully, rec-
ognising as he did the human aspects of form appreciation.
Furthermore, he suggested a basis of perception which
modern psychology has tended to corroborate:".....when
the frequent perception of a class of objects has given
rise to an apperceptive norm, and we have an ideal of the
species, the recognition and exemplification of that norm
will give pleasure, in proportion to the degree of inter-
est and accuracy with which we have made our observations.
The naturalist accordingly sees beauties to which the aca-
demic artist is blind, and each.new environment must open
to us if we allow it to educate our perception, a new
wealth of beautiful forms." And as a corollary to this,
he wrote: "An indeterminate object is therefore beautiful
to him who can make it so, and ugly to him who cannot.
It appeals to a few, and to them diversely. In fact,
the observer's own mind is the storehouse from which the
beautiful form has to be drawn."
These and other excerpts are some indication of the
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influence of Santayana on the aesthetic views held in this
thesis. More on his inspiration than on any borrowed
authority, it becomes possible to explore the nature of
our response to forms and to their relative plasticity.
Although the main area of our investigation will be
on Free Form, it will be fallacious to assume that we are
pre-disposed toward its appeal. This is not the case;
and it is in fact relevant to assert that we cannot hope
to comprehend the significance of free or irregular form,
without reference to its counterparts of order and regu-
larity. The implications of opposites, and of antonyms,
go deeper than meet the eye; these we shall discuss fur-
ther in a later resume. In our initial examination of plas-
ticity in relation to aesthetics, we shall generally attempt
to probe the depths of artistic tendencies, in the belief
that the roots of form are similar for art and for archi-
tecture; and for this reason, the exploratory examples
will be drawn from an area where the basic tendencies are
less obscured by overlays of rationale or logic. The
emergent findings will then be matched against a repre-
sentative analysis of architectural form. As examples
of regular forms are generally well-known enough in nature,
art and architecture, we shall tend to publicise mainly
the variants of plastic freedom in form.
If we view our visual environment to observe the
entities or relationship of form - without concern over
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the identity of the object, i.e. without interest in
"thing-recognition" --- we can differentiate and classify
form according to its relative regularity or irregularity
of appearance. Such a classification will approximate to
a plastic range over which are displayed the variations
of shape from simple to complex, determinate to indeter-
minate, symmetrical to assymetrical, geometric to non-
descript, and from regular to free. Such a range would
apply to the make-up of form elements as to assemblies of,
elements, i.e. their composition. Furthermore the range
would imply two definite polarities of form: the possible
ideal of absolute regularity, and its opposite comple-
ment of utter irregularity or indeterminateness. Thus,
between these twin polarities, we can discern the whole
gamut of the plastic creations of man and nature.
In the visual world at large, there are innumerable
examples of what we can spontaneously call free form.
The patterns of peeling bark, the weird congestions of
cabbage leaves (f. 1,2) are common visual encounters,
as is the voracious fantasy of timber-worming (f. 3).
The distorted fossilation of organic deposits is a sight
as elemental as the erosion creases of bare mountains
(f. 4,5); more frequent is to be seen the contour-responding
design of plough and tractor trails (f. 6). Within common
experience are also to be found a wealth of ineffable
imagery, as elusive as the surface reflections on water (f. 7).
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In modern life, just as there are household words, there
are indeed household shapes, and among the diverse objects
that can be conjured up by name are: sole-marks and shoes,
plastic chairs, Eamest chairs, type-writers, Olivetti,
grand pianos, Steinways, and of course automobiles, cars.
Industrial design, instigated as much by notions of
flow dynamics or stream-lining, by moulding and casting
techniques, as by harbingers of "style" and taste, has
given us a wide currency of "fluid" shapes. Whatever their
inspiration, the styling of automobiles, and their sensuous
lines tend to have an effect not only on our taste or
"consumer-preference," but also on our form sense itself.
As an experiment, one might try assessing the character-
istic curves of various vintage, with even the full de-
termination not to be swayed by sheer fashion. It may
be found, as several observers have done, that one's
preference for the pure shapes or curvatures themselves
tends to change more or less chronologically with the
latest models, in fact. One can get used not only to
the innovations of bedizened gaudiness - at least to
the extent of not being melodramatic about it - but
also to the changes in dynamic shapes. (See f. 8,9,10)
Whether or not one's standards of beauty are being distorted,
there is no doubt that the sense of form tends to be
ephemerally modified by the continual and perhaps insi-
dious sophistication of environmental forms. In our
13
everyday experience, we continually acquire precedents
of form; and by perceiving. acquire impressions of deter-
minate or recognisable form - of a previously indeterminate
kind.
We also employ a bio-morphic vocabulary to describe
suggestive shapes; hence the utility of "egg-shaped,"
"peanut-ohaped, " "kidney-shaped, " "amoeba-shaped, " and
so on. The reference origin is in every case quite idio-
matic and vividly apt in recalling as determinate enough
graphic image as is necessary. The primacy of these
communicative epithets is significant of underlying human
characteristics of formal-sensual recognition; in this
connexion, one is reminded of the banal definition of a
gentleman as a person who could describe a nude without
using his hands - to cite an instance where the test of
sophistry lies with superfluous verbalisation.
Our resort to epithets like "kidney-shaped" - as
applied, say, to Art Nouveau coffee tables - indicate
the need or attempt to verbalise forms which we have
already grasped in graphic terms. It is generally true
that we recognise more shapes than we can name accurately
for the sake of communication. It is also perhaps basic
that our appreciation of complex shapes, especially cur-
vilinear ones, does not depend upon its accurate descrip-
tion. Sensual form can of course be discussed at great
length, calling upon extensive psychological speculation,
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as against puritan moralising. It would seem to be a fact
that all forms which "mean" anything, or which are aes-
thetically impressive, are so because they effectively
echo some unconscious and previous experience, or some
"overtone" of that experience.
Biological forms, however, which have an organic sym-
metry cannot be truly perceived as free forms, as the im-
plied symmetry, as well as the recognition of definite
genus or species, interferes with the perception of shapes
as shapes; so that we can almost never perceive even un-
usual profiles as being unrelated "pure" forms* The most
vivid illustration of "thing-recognition" is obviously
to be found in "art" photography, where the human body
is imaginatively contorted in vain or half-hearted at-
tempts to attain the status of pure form. Even when a
photographic abstraction-of an abstraction is made, say,
of a nude torso (f. 11), the sensual traces are rapidly
identifiable, not as some plausible landscape, but as
something more basically compelling.
As an exponent of Gestalt theory, Konrad Lorentz
writes about the visual phenomenon of "constancy effect"
which enables us to identify different views of an object
as being the same object; he describes as "the function
characteristic of Gestalt perception to tabstractt from
the accidental and to extract the prevailing regularity
out of the variable sensory data." Our perceptual process,
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involving the intellect, can be said to be concerned with
spatial (and temporal) pattern-recognition. Gestalt the-
orists generally prefer to distinguish it from tthing-
recognition," and the instinctive behavior due to our
"Innate Releasing Mechanism," which governs involuntary
acts.
It is perhaps not too discursive to speculate that
Gestalt behaviour, being essentially the outcome of the
experience of the intellect - which is "clever" enough
to build up its own system of logic - can be differen-
tiated from the visual plastic sense, which can discern
the differing shapes in their changing views although
this may involve the conscious relaxation of the near
automatic action of the intelligence. For example, as
in elementary instruction in perspective drawing, the
student is soon guided back to basic and fluctuating
trapeziums instead of rectangles, ellipses instead of
of circles, and so on; the point being that generally,
the eye has a plastic vision that can be distinguished
from the curiosity of knowing the kind of object seen.
The implication appears to be that our sensory response
tends to be related as much to the changing stages of
continuous form impressions as to the known "absolute"
reduction of the form. In other words, our response to
shapes - other than to perfect spheres - cannot be
completely invoked by direct or auxiliary plan and eleva-
tional representations. In the case of simple and regular
forms, experience and memory of reality can of course fill
in the visual gaps, so to speak. It may then be obvious
that regular and rectangular shapes lend themselves best
to intellectual "conventionalisations" of reality, whereas
irregular forms tend to be unsuited to such representa-
tions, and hence defies complete imaginary visualisation.
It follows that with regular forms it would be possible
to "tell" the likely aesthetic effect from few chosen
views, whereas with free forms as many views as are prac-
ticable would be needed. The implications of this are
of some consequence, as is well-known.
Visual determinateness is undoubtedly important to
the process of establishing or recognising form-types.
To quote Lorentz again: "Symmetrical and regular forms
are forms whose regularity can be expressed in a compara-
tively simple mathematical relation." Although this
indicates the usefulness of mathematics or geometry in
defining constants, it may be contended that mathematical
exactitude, even if it is embodied in an object, is more
an intellectual corollary that has little plastic sig-
nificance or value; in other words, visual perception
primarily apprehends relationships, but not mathematical
precision of relationships. Although intellectual cog-
nition of physical facts can be precise, man's plastic
identification is basically relative as to form.
As an example, if we mentally visualize known shapes
in our mind's eye, we can realise that they are rectilinear,
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curvilinear, round, etc., and we can certainly "see"
intersections and numbers of lines or profiles; but con-
scious of the intent, we cannot yet verify by purely visual
and plastic means that they are "straight," "equilateral,"
"equiangular," "circular," "tparaboidal,"1 etc., we can
merely attribute these qualifications by the act of "knowing."
Similarly, numerical size or proportion cannot be visual-
ized, the Golden Section would be beyond plastic concep-
tion; such qualities are invested by an act of the intel-
le c t.
We have considered it to be essential to dichotomise
the perception of form into components of plastic and in-
tellectual responses; in fact this schism has a natural
cleavage, as it is easy to effect by a simple and conscious
introspection. Moreover, it will explain more distinctly
our ability to appreciate shapes that we can see, but about
which we know nothing by way of objective properties.
We thus tend to believe that the plastic sense of form
is basically independent of intellectual riders, although
these can affect the total response if they are habitual
or inculcated. In effect then, the perceptual process
consists of: an intellectual-recognition mechanism, which
is interested in the description and precision of objects,
and also a plastic sense which is unconcerned about at-
tributes of exactitude, but which can and does distinguish
spatial configurations in terms of relative regularity
or relative indeterminateness - significantly enough
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to invoke visual delight.
Following from this, we would suggest that the phys-
ical appearance of external objects are impressive pri-
marily to the plastic sense, and secondarily to the intel-
lect which can, however, command apparent priority by the
application of rational interests. One clear deduction
is that in visual perception, the sense of beauty and its
attendant values are dependent upon the plastic-intellec-
tual balance of the personal sensibility, according to
its discriminatory biases. Furthermore, the complexion
of aesthetic response tends to be relative to the predom-
inant proportion of plastic or intellectual appeal -
as against the subjective bias. In general, it can be
maintained that a plastic and non-rational response applies
to the whole range of form, regular to free; with regular
forms the intellect tends to participate predominantly
but in an ultra-visual manner; in the realm of free form,
the aesthetic delight tends to be exclusively plastic.
It also follows that, ordinarily, the aesthetic signifi-
cance of exactitude and precision tends to dissolve,
with increasing plasticity, to reveal the underlying,
primary plastic feeling of beauty. As a corollary:
regular form has a leaning toward intellectual or "pure"
fixations of non-visual or non-organic "content;" whereas
free form draws directly and emotionally upon diverse
shape acquaintances, including unconscious sensual asso-
ciations.
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Santayana has suggested: "Our apperception of form
varies not only with our constitution, age, and health,
as does the appreciation of sensuous values, but also
with our education and genius. The more indeterminate
the object, the greater share must subjective forces have
in determining our perception; for, of course, every
perception is in itself perfectly specific, and can be
called indefinite only in reference to an abstract ideal
which it is expected to approach. Every cloud has just
the outline it has although we may call it vague, because
we cannot classify its form under any geometrical or
animal species."
On a similar line of reasoning, the plastic freeness
of form is indeed relative to the awareness of some intel-
lectual confine, such as a mathematical or geometric con-
vention; all of which is in addition to the inarticulate
sense of regularity that prevails in common plastic ex-
perience. It is normal, for example, to think of a curve
as being free, until and unless it is formally identified
as, say, parabolic, lemniscate, sinusoidal, and so on.
Even so, most complex shapes tend to retain their primary
plastic impression of freeness - even if they can be
defined by some elegant equation - because the corre-
lation of intellect and plastic sense does not necessarily
involve the annihilation of the more primary sensation.
. Theoretically, virtually all forms can be represented
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by a mathematical convention. Schillinger has demonstrated
this in his monumental "Mathematical Basis of the Arts."
As a contrivedly "perfect" system, however, the science
of mathematics appeals mainly to the intellect; its use
flatters the intelligence. As Santayana describes it,
"Our intelligence loves to perceive; water is not more
grateful to a parched throat than a principle of compre-
hension to a confused understanding." This observation
applies equally to the whole schema of human aspiration:
the grateful acceptance of order -- in the face of insol--
uable disorder. It is important, however, not to succumb
at this stage to a priori notions of a divine or cosmic
pattern that determines the "highest" form of art or
its ideal; such a resort would be tantamount to an invo-
cation of a sort of non-positivist faith, analogous to
religionist doctrines.
On this account, we have to displace and discrimin-
ate against the purist pleading contained in a statement
like Max Bill's: "The more precise the line of thought,
the more homogeneous the basic concept, the more readily
does it concord with the method of mathematical thought,
the nearer do we approach to the elemental order of things."
As we have discussed, the appeal of precision and method-
ology hinges upon the conditioning of the intellect, which
is the secondary modification of a more primary plastic
response. In the perception of form, geometry, for in-
stance, is not significant, unless its formula is effectively
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inhibiting and inseparably incumbent upon plastic inter-
est.
To clarify the inherent dichotomy in our perception,
we might essay a definition of Free Form, or rather its
relative plasticity:
If we think of regular form as being that which can
be circumscribed by convention, discipline or descrip-
tion that restricts its parts to a determinate and pre-
cise relationship, the degree of plastic freedom can be
gauged according to its departure from such norms. And
when a form is discernibly divorced from a known system
of regularity, it can be called Free Form. It is impor-
tant to bear in mind that free form is not in fact "form-
less," and in as much as we are dealing with tangible
and "concrete" shapes - more specifically those made
or conceived by man - the suggestion is that a unique
organisation prevails over these forms, sensed by the
creators, but which does not belong to conventional sys-
tems of composition. As always, it is the subjective
discrimination that decides the degree of "freeness"
of form.
As examples, we can compare the illustrations of
the Skylon, at the Festival of Britain 1951 (f. 13),
and Brancusits Bird of 1925 (f. 12). on a common sense
level, one is mechanically regular, the other is freely
shaped and poised. To both the response is basically
plastic, followed by the knowledge of the relative
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restrictions of the form elements. On an extended view-
ing, even the Brancusi work can become sub-ordinated to
its apparent axis of symmetry.
For further discussion, we might compare the mathe-
matical model (of "xyz : k3 (x y + z - 1) 3 ") (f. 14) with
Arpts "Alu with Claws" (f. 15); both exhibit plastic
-attributes. Irrespective of the nature of the equation
representated, we can see the regularity of the model;
with the Arp, beyond its proto-organic suggestions, we
experience the direct stimulation of its free plasticity.
While there is no doubt that geometry extends our
ability to define shapes, its effect on the plastic sense
is essentially akin to the influence of new shapes in our
visual environment. In a way similar to the effect of
the newest automobile curves, the plastic sense can be-
come sophisticated, in step with the education of the in-
tellect. As an instance, the contemporary observer has
a predilection for smooth or fluent curves, i.e. regular
changes in gradient, which may be considered "superior"
and more agreeable than the "crude" curves plus tangents
of previous preference. This is one striking example
of the effect of sophistication on the aesthetic prefer-
ence. It can of course be applied to the extent of be-
coming a sort of intellectual fetish, that would inhi-
bit any spontaneity of response. As an extreme case,
the person who would argue against the curvatures of,
say, Brancusi's Fish (f. 16), on the grounds of mathe-
23
matical logic, can be considered to be aesthetically
perverted. Apart from implied "thing-recognition,"
perceptual pleasure draws primarily upon the sense of
plasticity.
In topology, there appears to be a happy meeting
ground between plastic freedom and mathematical logic.
The Moebius strip is an object both free and mathemati-
cal. Max Bill's Continuity (f. 17) exploits this pecu-
liar counterpoise and achieves imaginative flux within
topological elegance. As a credo, Bill writes: "Art
becomes universal by expressing itself directly, without
circumlocutions, and being as directly apprehended.
It will be said that this is no longer Art. It would
be equally right to assert that only this is Art."
On its face value, this statement is admirable; on a
stricter interpretation, Bill's sympathies tend to be some-
what comparable to the beliefs of Ozenfant, the arch-
Purist, who prescribes for Art the doctrine of linear
unambiguity, and writes: "Nothing is more lyrical than
a rocket, nothing more precise." The effect of this is
to claim the classical backing of a cosmic universality.
The important factor in any argument, however, is the aes-
thetic response of man; and in ascribing attributes of
beauty to phenomena external to man, the classicist tends
to falsify the psychological nature of the sense of beauty.
How constant is our response to the lyricism of a rocket
trajectory if we see it every day, and how comparable
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is it to our neighbor's response?
The retro-relative effect, on our aesthetic exper-
ience, of the "externality illusion" of mathematical
precision and such like is admirably theorised by Anton
Ehrenzweig in his book, "The Psychoanalysis of Artistic
Vision and Hearing." He explains the claim that "the
science of Aesthetics has endeavored to formulate laws
of beauty from such mathematical relations and has failed."
He goes on to suggest that "with the rise of psychology,
the science of Aesthetics gave up its futile search for
external laws of beauty. and consented to become a branch
of psychology."
The implications of depth psychology as expounded
by Ehrenzweig are such that no contemporary account of
artistic activity can ignore. Indeed, it would appear
that "the interaction between the layers of surface and
depth perception," and the dynamic dualism between arti-
culate Gestalt and Gestalt-free images are at the very
basis of artistic creativity. In its way, the new ac-
count of the participation of the unconscious depth mind
tends to supersede the orthodox Gestalt theories. Eh-
renzweig writes: "From a depth-psychological viewpoint,
current art psychologies pay too much attention to the
obvious surface order of art and to its aesthetic appeal,
and are thus prevented from appreciating the many inar-
ticulate form phenomena falling outside art's aesthetic
superstructure. A truly depth-psychological analysis
of art form must, by a determined effort, reverse the
usual approach and look out for the seemingly acciden-
tal and insignificant detail in which the unconscious
creative process of art can unfold itself safe from con-
scious observation. Such an analysis will turn away from
the consciously tcomposedt structure of painting and
watch for the apparently accidental scribbles hidden
in the inarticulate forms of artistic thandwriting."
To shed light on the growth of free and irrational
forms in contemporary art, Ehrenzweig tells us: "The
modern artist tends to create more automatically, with
less conscious form control, than the traditional artist.
.. Automatic form control means that the depth mind has
taken over the form production which therefore now re-
flects the Gestalt-free structure of the depth mind."
But although he says: "...the proportion between con-
scious ,and automatic form control decides the proportion
of Gestalt-bound and Gestalt-free form which the *..
work of art contains," he is careful to point out that
ltthe aesthetic pleasure generally adheres only to the
Gestalt elaborations which the surface mind projects into
the inarticulate symbolic structures of the depth wind,"
to explain the conscious translation of essentially
unconscious material.
For general purposes, however, it would be true e-
nough to suggest that art includes and is characterised
by a measure of elusive and essentially non-rational
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content; and that our aesthetic sense perceives the
relatively conscious and unconscious, or Gestalt-bound
and Gestalt-free, content. By our previous discussion,
the aesthetic nature tends to perceive and conceive in
accordance with its inherent plastic-intellectual bal-
ance. One emergent fact is that by our unconscious per-
ception of ephemeral images, free forms have been culled
into our depth mind, to await articulation and "discharge"
into art. The artistic propensities for distortion and
fluidity may be explained by the depth reception of such
"pre-echoes," as well as by other physiological phenom-
ena of peripheral and eidetic vision. As common know-
ledge, Cezanne's "seeing" of broken lines, "thought"
to be continuous (see f. 18) is a plastic and physio-
logical occurence which has been instilled into modern
art; it has served to accelerate the frenzied dissection
of form practiced by the Cubists.
At this Juncture, as the notion of Abstraction is
crucial to our whole study of form, it becomes essential
to clarify its ramifications in the context of modern
art. There are many familiar examples of art which
the influence of the natural environment is evident.
We find a sensitive graphic artist like Bayer drawing
his inspiration from topography in a work, such as his
mural at Aspen (f. 19). When deriving from nature,
artists like to believe they are making visible new
facets of observabs qualities; this is the mysticism
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attached to the artist's special vision, which gives
him his role in society. But the depiction of new visual
attributes can be perhaps explained quite satisfactorily
by the inner workings of the creative mind. Malevitch,
the Suprematist, certainly recognised this when he wrote:
"An artist who does not imitate, but who creates, expresses
himself - his works do not mirror nature; they are new
faces, no less important than the fact of nature itself."
The process of artistic conception and its recep-
tion is ingeniously described by Ehrenzweig: "We could
imagine artistic expression as a conversation between
the artist and his public conducted on two levels si-
multaneously. The articulate form language, belonging
to art's aesthetic superstructure, speaks to the public's
surface mind and satisfies its aesthetic Gestalt tendency.
Underneath the aesthetic superstructure another, secret
conversation is carried on between the artist's depth
mind and that of his public. Not only does this secret
conversation use an inarticulate language which cannot
possibly be grasped rationally, but its symbols are
subject to a constant change owing to the secondary pro-
cesses which lift them continually up to the articulate
surface level. The artist's creative depth mind must
unceasingly bring forth new yet unused symbols to replace
those which have already undergone a secondary Gestalt
elaboration into style and ornament."
The motivations of creative originality can be said
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to be based on a very real state of supply and demand of
raw depth material - the elusive content of art, irra-
tional and inarticulate, and yet responsible for the hu-
man elan that distinguishes art from mechanical design.
Because of their subjective biases, artists make it a
vocation to absorb new plastic inferences of form; and
in the process of "articulating" a plastic work, the raw
materials tend to be transmitted into new variants.
The deduction is that because of the very nature of our
subjective "imperfections," creative articulation au-
tomatically tends to be a departure from exact influences
or precedents - i.e., an abstraction. With sufficient
surface modifications, the artist can begin to realize
aesthetic attributes in the result of articulation, and
hence feels the real significance of his abstractions.
The illustration of Arp's Bird-like Cloud (f. 20)
is a threshold example of the subtle balance possible
between conscious and unconscious response to Gestalt-
bound and Gestalt-free form - and also to veiled "thing-
perception," to the hidden object. Although Arp himself
denies any intellectual or interpretative attempt at
abstraction, what he produces - being articulations of
depth images - are, unconsciously, abstractions: hence
his ability to interpret the content of his work so as
to designate it (see "The germ of a new plastic work,"
p. 70, Arp: "On my-Way."); one example is his "Vegeta-
tion" (f. 22). As Giedion-Welcker suggests (in "Modern
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Plastic Art"): "Au Arpts work mirrors a state of cos-
mic flux.... With him...the feeling for nature, being
direct instead of sentimental or intellectual, has ceased
to be a conscious .factor." The work of Leger (f. 21)
illustrates another approach to abstraction - of the
natural and the mechanical world. Gaudits gate in "La
Pedrera" (f. 23) is another example of derivation from
naturalistic forms, which makes an interesting compari-
son with Arpts "Vegetation."
It is conjectural that all art is abstractional
in tendency. Even in naturalistic art, the artistic
licence is expressed as a deviation from exactitude.
The movement to non-representational art can be inter-
preted as a desire to be free of sentimental association
of objects. Indeed, the original use of the word or
objective form; an indication of the need to be "thing-
free." Artists coming after the Cubist Movement have
generally tried to establish the claims of plastic "pu-
rity." We find the Neoplasticists of De Stijl quite
thrilled by their intellectual eulogies of pure form --
and its attendant freedom from analogous associations.
They genuinely thought that "The beauty of these (pure)
plastic elements is therefore the only possibility of ex-
pressing beauty objectively, without interference from
nature or from any other Incidental." (See p. 103,
Jaffe: "De Stijl.") Without entering into an extended
discussion of De Stijl, we can see retrospectively that
30
perhaps the artistic content was not as universal or
as impersonal as is sometimes claimed. Without the
individual personality the raison dietre of art would
not exist.
It is as a direct consequence of individuality that
we have the phenomenon of abstraction. Furthermore, it
seems necessary to re-define the word to encompass the
apparent manifestations of our time, when we can observe
the tendency not merely to be 'thing-free," but also to
be "Gestalt-free." In this light, we may hold the view
that Abstraction is not synonymous with purification
or conventionalisation; in fact it is quite the opposite:
it primarily implies a modulation or deviation from asso-
ciative prototypes or norms.
Just as Mondrian abstracted away from native and
organic form (f. 24, 25), Helion abstracted from geome-
try (see f. 26) and his statement: "A square I cannot
bear" reflects as much the basic oppression of his en-
vironment, as Mondrian's reputed nausea of trees reflects
his.
Artists like Vantongerloo, Nicholson, Calder and
Max Bill have ostensibly a geometric basis for their art;
but their achievement is in plastic liberation and ima-
gination, as opposed to geometric elegance or logic.
A deviation from the sphere is produced by Vantongerloo
-(f. 28) as one of his many plastic experiments. Even
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his "Construction of Mass" (f. 29) impresses by its plas-
tic freedom rather than by its rectangular components.
In the more recent work of Nivola (f. 30) we see indi-
cations of an abstraction from nature and from geometry.
In describing some of the work of Hepworth, Herbert
Read has coined the dual tendencies of form-making as
"Geometry and Grace;" and indeed we must be constantly
aware of the underlying dualisms in art, which we shall
later discuss.
As another kind of abstraction, Boccioni's Bottle
(f. 31) seems to unfold like an action movie, as recon-
ciliation between static objectivity and dynamic move-
ment. Even if Futurism had an intellectual basis, the
sophisticated idea of space-time, the primary artistic
motivations can be interpreted as definite devices to
abstract from static fact, to liberate it in a new
articulation.
In summary, the feature of Abstraction would seem
to be its manifestation of the subjective motivations
of the artist; and it represents the need for change,
and the prevailing plastic tendency toward the more com-
pelling opposite polarity of form. It can in fact be
a simultaneous two-way movements giving rise to a re-
sultant "equilibrium." The particular point of the plas-
tic range at which the art-product emerges varies, as
always, with the subjective biases of the artist; again,
according to his plastic-intellectual personality.
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What then is the explanation of the overworked
phrase "Inevitability" in artistic composition? Theo-
retically it can be said to describe the equilibrium
of a work of art; but as such a state is effectively de-
termined by the subjective and even ephemeral motivations
of the artist, can the observer ever duplicate or per-
ceive this balance? How can we say that a painting like
the earlier illustration from Mondrian (f. 25) is com-
posed "inevitably." In the majority of cases it seems'
to be impossible to gauge the precise "resolution of forces"
so as to arrive at a resultant criterion of composition.
As far as aesthetic response is concerned such an abso-
lute resolution is perhaps irrelevant. What matters
is the perception of the contents of relative stability
and freedom, which is automatically gauged against the
observerts own plastic-intellectual balance and its aes-
thetic norms. Thus the final resolution takes place
in the observer's mind, surface and depth. It is, how-
ever, fallacious to construe "inevitability" as having
some mystical and quantitative significance; it is best
thought of as a figure of speech.
One of the most important considerations in art
may be referred to as the Originality of Abstraction,
to which we can append the Label Style, especially if
it is evinced consistently in the work of an artist.
As we have seen, the artist's creative task is the ar-
ticulation of primary data from his depth mind. It
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becomes obvious that the genuineness of this transmu-
tation makes art valid as a human activity. Indeed, the
result of hegating this primary function may lead to dire
psychological consequences, or to a kind of emotionless
and mechanical patterning. There seems to be a real
and subtle area of balance in art between the conscious
and unconscious content, which is felt quite fervently
by the artists.
The intelligent disciple or observer, however, tends
to perceive mainly the surface or Gestalt-bound features
of a design; the conscious impressions he obtains being
in fact marshalled by his Gestalt tendencies. On account
of this, the conscious imitator, the plagiarist, or even
the dutiful or well-intentioned devotee, all tend to
reproduce Stylisations of form - or "easy-to-look-at-
and-understand" versions, which tend to be "lifeless"
because the creative and elusive content of the original
had been dissipated. But the work, however, can be
mitigated by fresh infusions from the imitator's own
storehouse. The significant fact is that style or ori-
ginality of abstraction must be always a genuine pro-
duct of the articulation process from the depth to sur-
face levels of the artistic mind; the theory being that
the essential creative transmutations, or "digestion"
of form images takes place within the unconscious.
As a pertinant example we might refer again to the
Neoplastic movement, where there was a conscious and
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highly intellectual attempt to eliminate "the egoistic
sentiments of our petty personality" (Mondrian, article
in De Stijl), in the ambition to replace arbitrary in-
dividualism by a vision of universal objectivity. The
effect of their professed aim was equivalent to the sup-
pression of depth-motivated style in favour of conscious
and Gestalt-bound Stylisation. (N-E-We-must-adhem-
orrs-ent1-y-,e.-u-4efien--eeteM
.ax'ty-r) This intent is quite well illustrated by com-
paring the two paintings by Mondrian and Van Doesburg
(f. 32,33) of 1918 and 1919 respectively. The differ-
once between them can be ascribed to the process of con-
scious Stylisation, the latter being more intellectually
disposed. The work of Van Doesburg is by no means de-
void of the basic non-rational content that does distin-
guish it as an art-form; as a matter of factMondrian
himself also tended to discipline his work by more severe
rationales.
The point is, however, that the borderline between
Stylisation-plus-elusive content and Stylisation-without-
elusive content does become rather crucial in any assess-
ment of artistic work. And in accusing practitioners
of "Stylism, " or borrowed style, it must be borne in
mind that such a practice may have been encouraged in
the first place by the intellectual attenuation of art,
as propounded by such as the Neo-plasticists themselves.
It is doubtlessly essential to differentiate between
borrowers and originators, at least until mant s ideals
have become utterly objectified, as in a sort of brave,
new world.
The work of the Neo-plasticists illustrate the intel-
lectual acceptance of a convention, such as rectangular
planar co-ordinates in space, and a subsequent composi-
tional approach which is still essentially characterised
by free and non-rational choice, although the latter may
be directed or "generated" by realisable geometric guide-
lines. From such a schema, departures can be made, and
the work by Helion, shown earlier, is an example where
the deviation from Neo-plastic ideas is not yet a com-
plete divorce; whereas Calder's rather determinate "clouds"
(f. 27) do point the way to limitless freedom in space-
time.
At a different point along the plastic range are
the experiments of Kandinsky; in the composition illus-
trated (f. 31), he appears to essay a pervasive freedom
in form relationships. But the use he makes of decisively
geometric farm elements gives rise to the resultant
impression that the elements themselves seeming "dated"
to modern eyes - are somehow incompatible with the basic
free intent; and furthermore, that they have been con-
sciously borrowed - in an application quite external
to the depth forces of artistic abstraction. The result
appears both arbitrary and "stylised" as if the forms
had never undergone any artistic digestion, and were
thereby a product of surface whim. It is perhaps not
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too harsh to credit Kandinsky as one of the unwitting
founders of "Modernism." In its way, his experiments
serve to emphasise the hypothesis that Free Form in design
must convey the genuine expression of inner abstractional
urges which give the work its primary validity.
By way of a discursive comparison, the fantasy of
Miro (see f. 35), will all its eidetic menagerie, exem-
plifies the free intent, 6ninhibited in his case by either
Gestalt or thing-recognition. As if sensing his produc-
tion of shapes to be stamped by a genuine and unconscious
articulation, the observer hardly begins to question whether
or not they are arbitrary; they assume the unquestioned
existence of an idiomatic ideography. By contrast, with
Kandinsky: it is by sensing that his forms are consciously
chosen that the observer retaliates by asking for their
reason for existence in a free context - i.e., for their
hypothetical schema of regularity.
For its full flavour, plasticity does not need to
abstain from sensual associations; indeed it cannot --
despite the demands for puritan disguise made by intel-
lectual idealism. The sculptural ceiling by Noguchi
(f. 37) exhibits many characteristics of sensual fantasy
that tends to be attendent on other plastic virtues;
we can hardly begin to credit the artist's sensitive-
ness for "pure" plastic expression without in fact sa-
vouring its primary sensuality. Art enters the realm
where intellectual directionism loses its aesthetic
significance.
In summary, the aesthetic evaluation of form or com-
position varies according to the relative plasticity,
and with the perceptual sensibility. It follows from
our illustrations, so far, that form in the regular re-
gion of the plastic range calls for assessment by the
plastic .sense, in conjunction with the rational intel-
lect and its systems of logic; free form calls for as-
sessment by the plastic sense, as well as its projections
into the stirrings of the unconscious. With the latter,
it would be prudish to moralise against basic and genu-
ine sensual referendum - such as that of Freudian sig-
nificance - as hardly any form of human art, however
tpure"t its intent, can be completely dissociated from
psychological inferences. We can thus understand that
our interest in free form is open to be disparaged as
"irrational", or worse, mainly by those who distrust
rather basic and primary characteristics in art: chiefly
because their intellect cannot inhibit, or participate
in, or control the instinctive and intuitive motivations
and propensities. Furthermore, it is obvious that aes-
thetic sensitiveness in the region of free form is depen-
dent exclusively on the development of the plastic sense,
with all its inner sensual echoes.
The rational artists who prefer to operate on ex-
pedient and safer home ground are of course pragmatically
justified; they thereby leave the extension of the plastic
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. range of form to others with such genuine propensities
and talents. And yet, it can be observed that all ar-
tists, other than graphic duplicators, practice abstrac-
tion in one manner or another. It is their whole voca-
tion. And in their practice they tend to break new ground.
It amounts to a perpetual challenge to the artist and his
following: to realise and to extend the potentialities
of form and space; these potentialities are as infinitely
diverse as the range of form itself. The artists who
begin with regular or "universal" elements tend to indulge
in free composition; those with deviationist tendencies
exploit new plasticity in the elements themselves, which
they then compose freely, or with reference to some con-
scious convention or order. Artists like Mondrian,
Malevitch, Albers and others belong to the first group
who experiment with new eccentricities of organisation;
among the latter group are artists like Arp, Moore and
Hepworth, and a whole lot of younger successors. The
artist who is involved with regular form in strictly reg-
ular composition is virtually extinct in the contemporary
scene - for indeed such a set-up would represent the sta-
tic orthodoxy and the classical point of departure for
the very function of artistic activity - a departure
clearly observed in modern art.
Although the main interest of our study veers to-
ward Free Form - broadly in contemporary art-form and
aesthetics, and more specifically in Architecture -
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we have deduced that its roots and characteristics can-
not be dissociated from the basic dualisms that motivate
artistic effort. And for this reason, we have hinted
at some of the ramifications of the two polarities of the
plastic range, and the relationship between complementary
opposites which are, on the final analysis, responsible
for the formal expression poised between them. On the
level of plastic and aesthetic mysticism, we may suggest:
if regular or geometric form is universal and intellec-
tually symbolic, then free form is unique and personally
expressive; regular form offers the classical mirage of
finite resolution, free form the romantic promise of
infinite.
Human motivations tend to be such that twin ideals
can and are entertained, and are real and effective:
the intellectual and rational yearning for finite and
eternal comprehension, which can only be found by inclina-
tion to utter order is in tension against the unconscious
and irrational urges toward intense and temporal vital-
ity which is associated with inexhaustible reserves of
unprecedented experiences. Such would be one view of the
basic dynamic dualisms, which have analogies in the
Freudian emblems of Eros and Thanatos, in the cyclical
notions called Appolinian and Dionysian, in the forces
of differentiation and entropy, in life and death -
or death and life.
Should we seek profounder implications of free form
in relation to the nature of man, we may sense its re-
storing counterbalance to the seemingly inexorable trend
toward objective conformity, or rational regimentation -
that is being accelerated by machine power and industry.
Should we look for a philosophic concept of humanistic
harmony, we may find it in the creative ebb and flow,
within the terms of flux between the dual polarities of
inner-motivated form. In art, in visual design, in
architecture, the roots and characteristics of free form,
being psychologically fundamental, can be seen as valid
within the nature of our contending intellect and plastic
sense, and within the interaction of the conscious and un-
conscious layers of our mind.
There is within the expanse of contemporary sophis-
tication and sensibility, no longer any need to misun-
derstand the nature of free form, in art and architecture;
and also no longer the need to withhold an aesthetic par-
ticipation spontaneously impelled by inner urges. Fur-
thermore, we can see beyond the expediencies of rational
procedure, and there is no longer the need for spurious
intellectualising over the role of rational, over non-
rational form, in creative design. It is clear that as
long as human sensibility is subjectively biased, and
naturally so, in its inherent and personal plastic-intel-
lectual balance, the content of art will continue to
express its dual roots and motivations - and also mants
aesthetic nature - in the forms of art and architecture.
4.1
SENSIBILITY IN ARCHITECTURE
The implications of sensibility are diverse in com-
mon usage. In contemporary architecture, the connotation
of sensitiveness seems to be discountenanced in some
quarters as being somewhat precious; in its place, culled
by practical needs, has arisen the role of "Sensible"
design, Sensible architecture broadly implies an equa-
ble moderation of rationalisable factors or "determinants,"
which can usually be elaborated beyond Sir Henry Wotton's
"Firmness, Commodity and Delight." From the practitionerts
point of view, design may involve the sensible deploy-
ment of the client's resources to provide him with taste-
ful accommodation, by a rational judgement born of ex-
perience as to matters of function and appearance.
Sensible architecture implies the sophisticated restraints
of contemporary society; somehow, design has to divine
the right pitch of urbane delight, its special levels
of ostentation or otherwise. This kind of sensibility
has a sort of Georgian flavour in its architectural
"rightness" of opinion. It advocates the intuitive
judgement arising out of education - rather than
analytical methodology.
Other genres of architectural zeal in this the age
of rational analysis have been directed toward the cor-
relation of man, machine and industry. In the face of
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scientific discoveries and technological advance, design
has somehow to measure up and control the new means of
building, with reference to new data about human behav-
iour and economics. Practical expediency dictates the
use of methodology in co-ordination, bring with it new
cults of objective rationality. As a pioneer in archi-
tectural education, Gropius has written: "For a long
period, however, no common denominator has guided our
expression in the visual arts. But today, after a long
chastic period of tArt pour l'art' a new language of
vision is slowly replacing individualistic 'terms like
'taste' or 'feeling' with terms of objective validity.
Based on biological facts - both physical and psycholog-
ical - it seeks to represent the impersonal cumulative
experience of successive generations. Here roots true
tradition." (From L'Architecture d'aujourd'hui, Febru-
ary 1950.)
It would, however, be naive to think of Gropius
as a strict objectivist, for indeed his writings betray
profounder sentiments. He is concerned with feeding
"the creative instinct of a designer with richer know-
ledge of visual facts, such as the phenomena of optical
illusion, of the relation of solids and voids in space,
of light and shade, of color and of scale; objective facts
instead of arbitrary, subjective interpretation or for-
mulas long since stale." Such is his didactic philosophy
of expedient means to practical ends, which does not
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necessarily negate the basic and subjective participation.
He has also written: "Order, of course, can never
become a recipe for making art. Intellectual art is
sterile, and no work of art can be greater than its crea-
tor. The intuitive directness, the shortcut of the bril-
liant mind, is ever needed to create profound art. But
a language of vision will provide the impersonal basis
as a prerequisite for general understanding; a key sys-
tem of design will serve as the controlling agent within
the creative act of the designer. Yet before it can be-
come common to all, it must be made valid through gen-
eral education., This goal cannot be reached by theoret-
ical knowledge alone; this must be combined with contin-
uous practical experience."
From this statement we should be able to apprehend
the apparent paradox of Gropius' beliefs as the eternal
compulsion to resolve the inherent dual motivations of
man in the practice of art and design; the resolution of
rational intellect against plastic intuition, of the
externality illusions of objective facts against subjec-
tive and creative irrationalities. Our continual ref-
erence to "externality illusions" need not be taken as
an attempt to denigrate any pragmatic validity of ra-
tional action; indeed it cannot, and it is a consistent
reminder of our belief in subjectivity as the basis of
human aesthetics.
The present technological world does of course
demand techniques beyond those of the whip-and-lash,
or of the dilettante art patron. Buckminster Fuller
has been quoted as describing the contemporary need for
"effective controls of mants physical environment,"
which calls for new species of technicians capable of
"thinking and designing comprehensively, an emerging syn-
thesis of artist, inventor, mechanic, objective economist
and evolutionary strategist." (Serge Chermayeff, in
L'Architecture d'aujourd'hui, February 1950.)
Indeed, new needs call for new sensibilities in
design. To supplant or safeguard against disorder, new
disciplines of rational organisation need to be prac-
tised. All the progress in the world, however, does
not negate certain basic characteristics of man. And
as long as man continues to test his visual experiences
against his aesthetic sense, he will keep on relying upon
personal and subjective discrimination. In this way,
any study of form in terms of its subjective significance
must account for the dualism that impels artistic crea-
tivity. We have already attempted such an analysis in
the realm of non-utilitarian art, in the belief that
the basic motivations will hold true in architectural
design, and will furthermore open our comprehension of
free form in all its architectural manifestations. In
seeking the fundamental roots of form and artistic style,
we are not attempting to formulate principles of form
or composition; but we aim, rather, for an understanding
45
of its characteristics - and in so doing, to transcend
partisan levels of doctrinaire or dogma.
The modern movement in architecture has produced a
multiplicity of ideologies which, together with classi-
cal and academic doctrines$ represent a veritable en-
cyclopaedia for future generations as well. as for ours.
If human initiative does imply and desire a degree of
independence from prior precepts or institutionalised
thinking, there is then a primary need for each genera-
tion and each practitioner to discern, rediscover or
ascertain, to the best of his ability and experience,
the basic factors that engender Architecture - and to
do so without being intimidated by the accretions of
history and of scholarship. To find significance and
purpose beyond those of material gratification, the
architect must continually probe the complexities of his
vocation. Indeed it is by the constant revaluation and
by contact with determinant realities, physical and
spiritual, that architecture remains vital and contem-
porary, and does not relapse into a moribund stylisation.
At the specialised and sophisticated level reached
by such an international and inter-active civilisation
as ours, the determinants of design are often obscured
by the gloss and vertigo of modern publicity. As if
awed by the throbbing speed of progress in technology
and in idea-production, in relation to the methodology
of "consumer-preference," we have often to rely upon
46
the earnest credo of respected designers to renew our
focus on to pertinant design factors, whether or not these
may be ephemeral. Doctrines and slogans have come and
gone; the sober modular-coordinators of today are a far
cry from the mechano-centri Futurists of yesterday.
We find catch-phrases, such as Sullivan's: "Form follows
function," periodically upheld as an axiom - unmindful
of its original context and of the visionary sentiments
that follow and precede the catch-phrase; it is more than
unfortunate that such a reductio ad absurdum has been
ingrained into architectural "glib-talk." Is it so
mystical to read in "Kindergarten Chats" (p. 45): "Func-
tions are born of functions, and in turn, give birth
or death to others. -Forms emerge from forms, and others
arise or descend from these. All are related, interwoven,
intermeshed, interconnected, interblended. They exosmose
and endosmose. They sway and swirl and mix and drift
interminably. They shape, they reform, they dissipate...."?
Now and then, in retreat from the furore of publi-
cised trends, it would be revitalising to speculate one-
self on the nature of architecture: what is its signi-
ficance? What gives it a characteristic Form? What
is the impact of such a form? Can form be retro-related
entirely to the rational exercise that went into conceiving
it? These are then some questions which cannot be an-
swered for us by the Greeks, the Romans, the Renaissance
man - even if we can learn a lot from their enunciated
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principles. For our own benefit, we can certainly attempt
to verbalise our beliefs, and to examine the conscious
rationales that appear to be our guiding stars in archi-
tecture.
By rational analysis, we can list and categorise the
important considerations of which the architect must take
account, in one way or another. However, there would be
little sense in portraying a universal hierarchy of such
factors, as form observation, the diverse emphases would
seem to change from designer to designer.
A simple listing of determinants of architecture
and its form, could start with MAN: which indicates his
physical and psychological identity, his individual and
collective needs, his mores and tradtions - and as
Neutra has put it, the "biological realism" involved.
Following this could be FUNCTION: which calls for the
analysis and planning for the accommodation of utility
and other living requirements. A thought for TECHNIQUE
& ECONOMICS would relate to the methods and means of
applying building resources, and to their availability.
The use of inherent and potential characteristics of build-
ing and decorative elements could be implicitly consid-
ered under MATERIALS & TREATMENT. STRUCTURE suggests
the system of construction, its components, and the
associated engineering criteria. By INCIDENTALS we
could include the furniture, ornaments and miscellaneous
equipment; and by ENVIRONMENT we could take account of
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the site, as well as the influence and inspiration of
landscape and topography, and also climate and geography.
Lastly, we could include PRECEDENTS as a factor in design:
to recognise the conscious influence of previous solutions,
and the rational predisposition to design methods --
which do not yet form part of the personal design sense.
These eight determinants are, of course, a general
and simplified account of the rationalisable ingredients
of architecture; and the varying proportions in which
they bear upon the designer's work affect the character
of his design. Because these factors are interdependent,
the slogan that proclaims one at the exclusion of others
tends to sound rather hollow. In a cynical view, slo-
gan coiners can be likened to commercial cooks, who
concoct popular or "easy-to-understand" recipes for the
consumption of those unable to realise not only the
relative potency of the available ingredients, but also
what they really want to eatt
In a recent article on "The Determinants of Archi-
tectural Form" (Architectural Record, October 1956),
Paul Rudolph gives an inimitable slant on six design
considerations, which can be paraphrased as: Relation
to site and neighbors; Function; Regional factors; Use
of materials; Psychological character; and what he calls
the "Spirit of the Times." It is interesting to note
that within his introductcry text he makes a reference
to Nowicki, and quotes: "We cannot keep on pretending
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that we solve our problems without precedent in form."
Indeed, Nowicki was perhaps one of the most penetrating
of contemporary writers on architecture. It would, how-
ever, be naive to assume from this. and other similar ob-
servations on the value of precedents that by a judicious
assembly of the right sources (or architectural maga-
zines), by knowing the right people and the right buildings,
or by a resuscitation of historical examples - "vamped"
up for modern consumption - one can achieve both style
and success. For commercial ends., a clever "operator"
could perhaps achieve the semblance of both. But it is
not enough to subscribe to the most avant-garde of pre-
cedents or even principles. As its real creative func-
tion, the design process reflects the personal sensibility:
its ability to abstract from multifarious data and influ-
ences, and to originate new amalgams of form.
The relevant discipline, intuitive and intellectual
selection, when subject to compelling influences, depends
upon the initiative of the individual. His sensibility
determines the effect of precedents. What amounts to form
and idea seduction, and its conscious or unconscious
assimilation, is not necessarily undesirable; indeed,
we cannot help a direct and personal plastic response
to visual experiences - a response that may or may not
be accompanied by rationalisation. What matters most
is that such form influences become truly assimilated,
and are not merely retained for later "useful" application.
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In the nature of the creative process, we have discussed
that artistic conception amounts to the formal articu-
lation from the unconscious storehouse to the conscious
image; within this happening a transformation takes place
that can give rise to a new abstraction of form. The
creative abstraction implies a developed plastic sense
with all its subjective depth reverberations. As in
pure art, abstraction in architectural form would repre-
sent the personal and natural deviation from previous
norms; and it is this tendency that distinguishes ori-
ginality and integrity from the usages of form-borrowers
and plagiarists.
The personal sensibility, with its'peculiar plastic
intellectual balance, tends to respond to new conditions
of design in a consistent and characteristic manner;
and unless new factors are impressive enough the ensuing
design tends to reflect the preconceptions and obsessions
of the designer. The implication of this is clear:
that the effective determinant of Form in architecture
is the sensibility of the designer. Indeed his propen-
sities and interests tend to dictate how much he is affected
by such as the external factors that we discussed earlier.
In general terms, however, we can see that the vari-
able design factors - as interpreted by the un-standard-
ised and as yet unstandardisable sensibility - afford
limitless permutations for the exercise of the natural
human gift for artistic abstraction, a gift impelled by
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the subjective motivations of the creative personality.
In contemporary architecture, there are indications
of a growing dichotomy between the intellect and the
plastic sense; perhaps the schism is more explicitly
a case of the subjugation of the latter by the former -
the inhibition of primary irrationalities by the devel-
opment of the intellect. Although this may seem to be
an inexorable result of the evolution of reason and
analysis, and its perpetual quest to articulate the
unknown, the philosophic and psychological implications
are far from reassuring; and notwithstanding the steady
tread of scientific knowledge, the humanistic basis
of aesthetics appears unchanged - and furthermore does
reveal and pertain to a more meaningful outlook on phil-
osophy, that is perhaps more fundamental than the ob-
jectivistic orientation of technological progress.
The significance of architecture to man goes be-
yond the practicalities of building. The technique and
construction of building can be reduced to a formula;
but the concept of good design or of architectural at-
tributes eludes impersonal or "eternal" circumscription.
This will remain true as long as aesthetic perception
is by nature personal and relative. Within the scope of
architectural aesthetics, we can indeed examine the
relative participation of the intellect or reason, and
the plastic sense or intuition which make up the matrix
of the design sensibility. As Sensibility varies with
the level of intelligence - varies with natural and
environmental endowment, the education and experience
of the individual -,the content and quality of creative
expression varies with the designer; similarly, the
apprehension of this content varies with the observer.
As the perceptual and. conceptual ability depends on the
relative bearings of the intellect and the plastic sense,
the individualts. "optimum"l sensibility determines his
analysis and appreciation of form, as well as his relative
awareness of objective rationales. The thinking designer
tends not only to explain a design in terms of intelli-
gent and accepted rationales, but also to take to them
as very real reference criteria of aesthetics.
On further speculation, however, such an objective
rationality can sometimes be seen to have supplanted and
superseded certain basic and spontaneous responses to
forms; and this is not without the implication of a sort
of psychological represseion, sometimes to be seen as
moral or ethical inhibition.
Santayana was one who realised the effect of the
rationales of practical utility on aesthetic response.
In "The Sense of Beauty" he wrote: "The force of our
approval of practical fitness and economy in things rises
into an appreciation that is half-aesthetic, and which
becomes wholly so when the fit form becomes fixed in a
type, to the lines of which we are accustomed; so that
the practical necessity of the form is heightened and
concentrated into the aesthetic propriety of it. The
much praised expression of function and truth in archi-
tectural works reduces itself to this principle. The
useful contrivance at first appeals to our practical
approval; while we admire its ingenuity, we cannot fail
to become gradually accustomed to its presence, and to
register with attentive pleasure the relation of its parts.
In a later context he wrote: "Forms in themselves
pleasing may become disagreeable when the practical
interests then uppermost in the mind cannot, without vio-
lence, yield a place to them." In another context he
referred to the inhibition of the senses and imagination
by the conscience, and wrote: "For this reason, the doc-
trine that beauty is essentially nothing but the expres-
sion of moral or practical good appeals to persons of
predominant moral sensitiveness, nor only because they
wish it were the truth, but because it largely describes
the experience of their own minds, somewhat warped in
this particular. It will further be observed that the
moralists are much more able to condemn than to appre-
ciate the effects of the arts. Their taste is delicate
without being keen, for the principle on which they
judge is one which really operates to control and extend
aesthetic effects; it is a source of expression and of
certain nuances of satisfaction; but it is foreign to
the stronger and more primitive aesthetic values to which
the same persons are comparatively blind."
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Santayana was writing as long ago as 1896. The
inferences of his perspicuity will serve to illuminate
further a more contemporary account of Form and fitness
for purpose, such as by Max Bill (in his book "Form"):
"...although we sometimes speak of the 'inevitability?
of some form or another, that form has always been de-
termined in the last resort by the intervention of an
indispensible agency, the purely human one. The result
of utilising a particular material to serve a particular
purpose can never be quite accurately foreseen; hence
not one single design is possible but, potentially at
least, a whole host of them."
These are then some further hints at the human
basis of aesthetics, which underlie artistic activity
in design, and which also underlie most of the pristine
classicism or puritan purism of contemporary doctrinaire.
At this juncture, it is perhaps no longer necessary to
emphasise that, by our analysis of the roots of formal
motivation, we have attempted to represent the possible
range of artistic expression; furthermore, we can accept
the view that in as much as design is a subjective activ-
ity, its personal equation of practical rationale against
plastic intuition is valid within the terms of design.
Beyond this, it would be invidious to define the per-
missible limits of expression, in architectural form.
Society or its theoretical schemas may tend to
demand the elimination of personal whims and irration-
alities, to accord with some expedient organisation of
the visual environment; but to demand this as a habi-
tual or even universal ideal cannot be justified in terms
of subjective philosophy. It seems clear that the in-
dividual initiative is still perhaps the best judge of
its own plastic-intellectual propensities. In support
of this we have discussed earlier the psycho-analytical
significance of the dualisms between what have been called
the "inner and the outer worlds": artistic enterprise
or its equilibrium between the primary and secondary pro-
cesses of the mind is a personal and subjective one.
The notion of complementary dualisms in form ideals finds
an articulate champion in Matthew Nowicki, who certainly
appreciated the humanistic values of architecture. He
wrote (see Mumford: Roots of Contemporary American
Architecture): "Order is the creation of an intellec-
tual approach and unity based on order always has a
classical flavor. Diversity is the expression of crea-
tive temperament, imagination and emotion and therefore
is a factor of what we may call romanticism. Again
the two forces exist side by side, one incomplete with-
out the other, and we may conclude that the search for
a balance between them is the objective of composition
in modern architecture."
Preparatory to a full survey of Free Form in con-
temporary architecture, it may be pertinant to promote
to an- architectural conte)t issues discussed in the ear-
lier section under Aesthetics and Plastic Form; and it
may be initially rewarding to consider the implications
of what can be called Idea-rationale in relation to plas-
tic sensitivity in architecture.
Two outstanding examples of Idea architecture can
be seen at the Massachusetts Institute of Technology:
Saarinents Chapel and the Kresge Auditorium. These two
buildings serve also to illustrate the participation of
geometric logic in design. The Chapel (f. 37) is known
essentially as a round brick cylinder; the Roszak fleche
or "feather" is often seen as a controversial element
"free" in that the observer is inclined to have his own
thoughts about its position: a little toward the centre,
or at the centre, etc.. One interesting issue about the
Chapel is that its geometricity is not quite so evident
in purely visual terms; in other words, although we can,
by moving about it, judge the constancy of its profiles
and thereby deduce its circularity, the plastic effect
from any one angle is by no means so certain and precise.
As can be seen well enough in the illustration, the
ellipse itself at the top cannot be confirmed by visual
means as being circular in plan. It is of course ob-
vious that the attributes of geometric regularity is an
intellectual corollary of vision. But does the knowledge
of the geometric fact really affect the response of the
observer? We are inclined to believe that his impres-
sion is primarily based on the relative experience of
regularity, as a direct plastic perception, and only
secondarily as intellectual recognition. The vicarious
idea of geometric form is, however, much more compelling
to the designer, who would indeed tend to be thrilled
by the idea and its precise ability to represent form-
a representation that does not have to depend very much
on plastic decision. It is significant to note that
such a kind of intellectual illusion of plastic facsim-
ile is especially operative and feasible in the realm
of regular form.
The Kresge dome (f. 38) is generally realized to
be spherical, but without a lightning process in com-
putation, which human being can tell that it is an eighth
of a sphere? Certainly the diverse appearances of a
palpable asymmetry from particular viewpoints gives the
form some qualities of plastic flow or indeterminate-
ness, that can heighten its novelty. Without entering
into considerations of scale, wherein lies the essential
basis of aesthetic response to the building? Again,
the geometric knowledge is essentially vicarious, and
the idea 'of the f orm whilst provoking some admiration
is capable of little intellectual elaboration. As an
observer has put it: "After all it is not so staggering
to see an oversized grapefruit every morning." Aside
from such flippant views, it can be conjectured that the
plastic interest of the dome lies in its inherent plastic
uncertainty to an observer moving about it. Unlike the
idea-generated plasticity of the shell, some of the inter-
ior features evince a personal plastic participation
in design. The curves of the sidewalls (f. 39) may have
a sectional logic but their final shape must appear to
be successfully sensitive in response to the geometric
curvatures of the building. As a general .observation,
this kind of free form and its personal plastic control
will be found to have an increasing role in structures
generated in the first place by ideas of geometry.
Some of the dilemmas of a rational age, when archi-
tects are forced to justify their designs in practical
verbalisations, are illustrated by the plan of the
Stuttgart Liederhalle (f. 4.0) of recent vintage. In
a sort of "press-release" (in "Handbuch Moderner Arch-
itektur") the designers claim an acoustical logic to the
asymmetrical treatment of the halls. More than any
dubious and certainly indeterminate logic, the inference
is that the result has the aesthetic approval of the
designers, and in that way expresses their sensibility -
and the conflict of rational and plastic propensities.
Two opinions can be voiced: one, that the design is not
rational enough; the other, that it is not plastic enough;
the latter implying that any possible spontaneity of form
might have been unduly curbed by conscious and studied
rationalisations. The resultant form can certainly be
held up as a good example where an initial plastic inten-
tion has been "stylised" by graphic and functional ra-
tionales* it is a stylisation of potentially free form.
By contrast, Utzen's design for the Sydney Opera
House (f. 11) has freer and more exciting attributes.
Together with the idea of shell clusters, the project
seems to be invested with a special plastic quality that
certainly goes beyond - and even defies - the dogmatic
rationales of shell engineering. To the specialist
obsessed with the logic of structure the forms may be
heinously insensible, to the spontaneous viewer the fonns
may be highly exhilarating. Such are the relative appeals
of free plastic intent against staid rationality.
An example that serves to extend our notions of
geometry in idea-architecture is the exhibition Laby-
rinth by BBPR (f. 4.3) in Milan. The form, complex and
geometric, can be seen from an advantageous bird-eye's
view, as in the photograph, as having a definite and
recognisable symmetry of rotation. This complex and
yet regular pattern can indeed give rise to intellectual
pleasure; and yet such a pleasure would be again vicar-
ious and adventitious in an actual encounter. Only
after several journeys would the symmetry become obvious;
the primary response could be a plastic one that never
really unravels the geometricity. This is then an il-
lustration where a form can be simultaneously regular
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and still appear free to plastic appreciation.
The notion of the effect of environmental forms on
our sophistication and sense of form has already been
suggested at the beginning of our study. The changing
sensibility to transition curves and to other forms of
fluency is certainly a characteristic of plastic relativ-
ity, which explains many of the feelings about "dated-
ness" of forms. The continual familiarity with traffic
curvatures (f. I42) and with other geometrically ele-gant
forms tends to sophisticate our judgement. So much so
that it becomes quite effectual in conditioning our
aesthetic delight. The relativity may explain the un-
gainliness of Tatlin's tower (f. 114.) to modern eyes.
The "bio-technical" forms of this well-known Construc-
tivist example are certainly comprehensible, the ideas
of monumentality may even be well understood; but the
impulsive view reveals a disappointment at the moribund
treatment of a nearly free motif. The intent seems again
to have been stylised by the means of erection and by
the elements themselves.
A similar example of idea-design is Niemeyer's
"Thematic Structure" for the Sao Paulo Centenary (f. 45).
The resultant expression, apart from any impressions of
its stability or structure, seems to betray the fact
that the designer had indeed little to do with the spa-
tial experience and control of the form, in its intended
scale. With this kind of conceptualisation, the final
form is in effect generated by an idea-model.
There are of course serious applications of struc-
tural idea-making in engineering. Nervits staircase for
his early Florence stadium (f. 46 ) was brilliant for its
time. The contemporary observer, however, would call
the expression "modernistic," not to denigrate the con-
ceptual logic, but to indicate that its form appears
to be crude by comparison with more recent norms. Cer-
tainly the lack of fluency of the helix at the landing
levels could be considered plastically as being "dated,"I
especially when seen side by side with, say, the ramp
in the Miranda House (f. 47) by Niemeyer.
The balconies of the United Nations Assembly Building
(f. 48) are perhaps well-knovn in controversy. Comments
about their mechanistic appearance tend to imply their
lack of success as free forms. Here again, the inference
is that any initial conception of fluidity in design must
have been dissipated and amortised in the course of de-
sign and building. The explanations then seem to be
several: it could have been due to the compromising
restriction of engineering practicalities; it may have
been a half-hearted attempt at free form; it may be
a reflection on the plastic sensitivity of the designer;
or it may have been the consequence of graphic expedi-
ency in the mechanical production of constructional
drawings. Certainly it could have been an aggregate
of all these. It will be noticed that the intent and
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failure can be judged on purely plastic terms, even with-
out reference to broader spatial relationships.
The effect of stylisation as we define it can be
observed also in the School at Paddington (f. k9) by
Drake and Lasdun. Apart from the possible constructivist
heritage of earlier Tecton days, the design reveals
curious features. It has been described as being in-
spired by the idea of a bough with branches, with a
floral bouquet for its central assembly area. As seen
from the ground, however, many views are certainly mit-
igated by a rambling feeling of freedom; and yet, the
constructional character is always dominant. And in
as much as it adopts a prefabricated system of construc-
tion as a rational starting point, the freedom of form
has been quite consciously restricted. This admission
may perhaps be responsible for the spirit of empirical
compromise which the building tends to impress upon the
visitor.
Apart from the acceptability of compromises, the
participation of plastic sense in architectural form-
making seems not only to be indispensible, but also to
be the vital basis of aesthetic quality - especially
in the realm of free form. A project like Bretter's
campanile (f. 50) calls for a personal investment of plas-
tic feeling beyond the dictates of engineering stress
distribution, or of ritualistic logic. The examples
we have so far examined purport to illustrate the gen-
eral point that idea-rationale in architecture needs
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to be transcended by plastic feeling; and it is by the
human agency that forms can achieve an expression of
genuine style, as opposed to restricted stylisation.
Plastic consistency of form also determines the
character of a building. With the Brewter Campanile, it
is a symbolic monument that is in effect distinct from
the- other parts of the monastic group.. On the other
hand, the U.N. balconies mentioned earlier take up an
integral position that dominates the main entrance hall,
where the demands for stylistic consistency are much
more compelling. It would, therefore, be absurd to
dismiss their form as being decorative, or as a sort of
baroque trim.
In some quarters, free form is felt as being admis-
sible into architecture on the scale of decorative art-
work, having its precedence in baroque and art nouveau
practice. The topic of the synthesis of art and archi-
tecture is a recurring one that relates to the contem-
porary realisation of the need for variety and richness
in the face of austere puritanism. Sometimes the dis-
cussions tend to become overly analytical, as if the
renewed wedlock can be systematically engendered, and
the relative roles approportioned. At a symposium at
the Museum of Modern Art, Jose Luis Sert listed succinct-
ly three simple relationships: art integrated with archi-
tecture, art applied to architecture, art related to
architecture. It is clear that the scale and consistency
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of the artistic conception determines the status of dec-
orative art in relation to a building.
The use of elements, themselves pliant, in a regu-
lar modular pattern, such as in screen-work (f. 51)
cannot of course aspire beyond textural interest in the
play of light and shade, to any real degree of plasti-
city. Similarly when free elements, such as the warped
balconies in the Paddington flats (f. 52) by Drake and
Lasdun, are disposed regularly on a severe facade, the
result is faintly decorative, and the plasticity is
of little consequence. Even with some murals, the effect
may be so sub-ordinate as to be almost unwarranted.
Arpts shapes at the Harvard Graduate Center (f. 53),
for instance, can hardly assert their free play, reg-
imented as they are the timber panelling; but of course the
relative restraint may be just the effect desired by the
designers. By comparison, Moore's mural at the Bouw-
centrum, Rotterdam (f. 54) dominates the elevation and
makes it distinctive, his abstraction makes full play
of the carved brick medium and begins to merge into the
building in a way comparable to Gothic decoration.
Architecture in its own right is, of course, not
lacking in art content. In plastic form-making, it is
the human touch that elevates a building. Le Corbusier's
cryptic words fully convey the measure of architecture:
"Profile and contour are the touchstone of the Architect.
Here be reveals himself as artist or mere engineer. Profile
and contour are free of all constraint. There is here
no longer any question of custom, nor of tradition,
nor of construction, nor of adaption to utilitarian
needs. Profile and contour are a pure creation of the
mind; they call for the plastic artist." ("Towards
a New Architecture.")
These well-known words further emphasise that the
aesthetic content of a design is dependent on the archi-
tect's sensibility: his distinctive matrix of intellect
and plastic sense, and their inherent attributes, their
development, maturity, experience and exaltation. The
relative contributions would seem to defy any universal
or eternal formulation; hence we must always distinguish
between objective expediency and aesthetic potentiality
in architecture. The sensitive architect tends to ex-
press himself intuitively, i.e., without conscious me-
chanical analysis and mechanical solution. Such a meth-
odology may be necessary for the novitiate in design,
and is certainly applicable when the scope of the task
is beyond the individual solution, as, for example,
in urban planning. However, with architecture that still
lies within the province of the individual, the charac-
ter of the form tends to'belie the personal predisposi-
tions. Aalto tells us: "We first do a thing by instinct
and then afterwards we find the reason for it. For me,
it is about 80 per cent this way, and for only 20 per
cent do I have the reason first." The inference of his
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remark is that style in design is not the outcome of la-
boured intellectualisation but is primarily the expres-
sion of a developed personal grasp of the conditions of
design; and that the resolution of form tends to be an
intuitive and plastic art. This conclusion is then con-
sonant with the notions of the primacy of subjective
abstraction and originality in the artistic act, which
have been discussed earlier.
A work of architecture, however, has not only to
be conceived, it has to be built. Technique lies between
the expression of design and the erection of the building.
To some, methodology appears to be the guiding star, and
it appears expedient to utilize technological elements
in the standardised forms. And yet it is the special
prerogative of the designer to go beyond the manipula-
tion of building blocks: to manipulate them distinctive-
ly, or to design new blocks. It is then the metier
of the architect to transcend the practicalities of tech-
nique and materials.
Louis Sullivan made a profound summary of the archi-
tect's task in his "Kindergarten Chats," and wrote:
"Nature furnishes the materials and you have but to use
them with intelligence and feeling. All geometric forms
are at your disposal, they are universal; it is for
you to utilize them, to manipulate them, to transmute
them, with feeling and intelligence. Engineering science
has substantially solved all problems of construction.
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The industrial arts, the so-called fine arts, mechanical
skill, craftsmanship are at your disposal. The organised
building arts, transportation, communication are at your
disposal; language is at your disposal. Nature's mani-
fold expressions of function and form are at your dis-
posal. What more do you need as a medium of expression.
The rest is 'up to yout, as it is said. ... To make
these things, these instrumentalities, plastic to your
ends is your business; indeed it is to be your career."
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STYLE AND STYLISATION
In the writings of many modern observers of art and
architecture, there is a distinct awareness of the in-
herent motivations of style ead form. Wolfflin, in his
"Principles of Art History," offered a stimulating in-
sight into "the double root of style," which he repre-
sented by five pairs of dualisms: corresponding to the
stable and the elusive components of artistic expression.
After Wolfflin, Giedion has further carried these notions
into the contemporary sphere of space-time. Writers
such as Herbert Read, Nowicki, and several others have
for some time been conscious of the twin dualisms in
artistic motivation; and the writings of the leading
architects of the day can be seen to reveal a practical
experience of these inner realities.
It becomes distinctly important to go beyond the
definition of style as merely the prevailing surface
features of building form, and to account for the elusive
content that gives rise to inner aesthetic responses.
As our interest lies in apprehending historical peri-
odicity, a clear differentiation between style and styli-
sation will be instrumental in helping to qualify the
characteristics of architectural form.
By our previous discussion, we have established
that form in architectural design is essentially deter-
mined by the creative sensibility; the architect expresses
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his plastic-intellectual matrix in a form that satis-
fies his aesthetic sense. We have also deduced that
it is the intuitive preoccupation of the creative design-
er to abstract in terms of new forms - in a style con-
sistent to his sensibility. Because the human spirit
is continually compelled by the dynamic dualisms of order
and freedom, of/spontaneity, and so on, every product
of creative articulation tends to be an effectual equa-
tion of these tensions. As a matter of fact, even the
work of the most rational of architects can be observed
to contain a subtle counterweight of irrational or non-
rational intent. It can be suggested that virtually
every work of design that has been influenced by, say,
the Neoplastic movement betrays this essentially irra-
tional factor in its composition. Van Doesburg certainly
sensed how potent De Stijl was, when he campaigned to
scatter "the poison of the new spirit," at Weimar and
at other places. In helping design to go beyond classi-
cal strictures of composition, the vision of De Stijl
has infected itself indelibly into the plastic arts of
today. It would perhaps be opportune to begin discussing
the architectonic implications of Style and Stylisation,
with reference to some practices of Neoplastic vintage.
The Neoplasticists, and also the Suprematists,
made use of "pure" forms; in other words, they used el-
ements which had been translated or confined to an intel-
lectually comprehensible geometry, which served as an
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"impersonal" vocabulary by which each "word" represented
effectively a form-idea. The form-ideas could ostensibly
be employed without reference to any actual plastic dis-
crimination, for indeed the personal plastic sense was
to be excluded. In such a realm of intellectual form,
design seemed theoretically feasible purely by thought-
definition, unaided by plastic vision. This amounts to
an intellectual stylisation of form, in that it accepts
the Gestalt-bound and excludes the Gestalt-free in ob-
jective characteristics.
As the average designer has an intelligence enough
to conceive an idea, say the idea of a perfect cube, or
of a cruciform Palladian plan, stylisation is compara-
tively a facile process. Regular forms, being conven-
tionally grasped by geometric definition, lend themselves
to intellectual application in design. In a technical
sense, it can be claimed that style and stylisation would
amount to the same thing in the realm of regular archi-
tectonic form. This would indeed be true if the entire
composition were also regular; in such a case the idea
and any underlying plastique could not be differentiated.
However, as soon as the form begins to exhibit any
freedom or plasticity in composition, the non-rational
content comes into operational effect. A work like
Malevitch's Architectonic Studies (f. 55) evinces the
tendencies of free relationships of regular elements,
and its aesthetic appreciation must encompass the rational
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as well as the non-rational content. In this way, we
can realise that the measure of Style is related to
both the surface and the depth features of artistic
form. A conscious imitation would tend to portray only
the surface Gestalt features, and would result in a styli-
sation. By definition then, Stylisation is form-product
devoid of the elusive and inarticulate content of style.
And conversely, Style can be seen to transcend intel-
lectual objectification; and in that it expresses the
natural assimilation and transmutation of visual experi-
ences, it is the characteristic quality of a genuine act
of form abstraction - not to be compared with the super-
ficial assembly of conscious data and Gestalt-bound
ideas, which characterises stylisation.
Following these definitions, the effective criteria
in any study of form in architecture could be based
on the aesthetic relativeness of abstraction, but it
would be generally agreed that style is more significant
than stylisation in that it relates to the "origination"
of architectural form, whereas stylisation attends the
subsequent derivations and usages, however practical
and useful the latter may be. Upon such a belief, we
can embark on the study of Free Form, with an emphasis
on three criteria pertaining to style and stylisationz
The first consideration would be about the Originality
of design abstraction, i.e., to ascertain that the free
form is the product of a genuine personal style, and not
a borrowed idea superficially converted. It has previously
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been indicated that the raison dietre of free form lies
in its articulation from the unconscious and intuitive
storehouse, to emerge as a distinctive product.
The second factor would be: the consistency of
style. The propensities for form if consistent through-
out a design would be seen in the coherent composition
of forms, somehow convincing and compatible, and even
seductive, in that their overall conception has a plas-
tic completeness brought about by the sense of relative
"inevitability." Furthermore, a consistency in style
carried over a practising life-span would be an indi-
cation of a developed sensibility that has discrimination
and integrity enough to assimilate and be inspired by
its visual environment.
Thirdly, as a practical extension of the other two
factors into architecture, the ability to achieve in
a building the plastic spirit of the motive conception -
the final mastery of materials, technique and rational
practicality - this would have to preserve the virtues
of style. Failure in this would result in a stylisa-
tion that effectively negates the freedom of expression.
Unlike with regular form, stylised free form in architec-
ture tends to pale into a rigid nausea, that negates
its whole free intent. In some instances the design
fantasy could have been quite divorced from any prac-
tical notions of construction; in others the plastic
vision could have exceeded the practical means as yet
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available. In all cases the imagination and visionary
elan would be dissipated into utter disillusionment
by the practical factors or handicaps. It is then the
hallmark of exceptional mastery for an architect to be
able to conceive a design in free form that can be built
to express the original plasticity. Therein lies the
challenge of free form in architecture.
It can be observed, however, that the criteria
listed above could equally apply to the entire range of
form, and also indeed to stylised form-making or idea-
architecture, in as much as this might be the genuine
personal predisposition. In essence, of course, our
definitions of the subjective sensibility have covered
and do allow for this province of practice; and there
has never been any attempt to prescribe an optimum sen-
sibility, or to prognosticate as to how rational or
otherwise architecture should be. We have continually
maintained that sensibility is relative and personal,
and is characterised by subjective discrimination.
With classical, regular and geometric forms, com-
position can be adjudged against conventions of form,
or against principles of objectified rationales - if
these are accepted intellectually and have become ha-
bitual. There is no gainsaying the means of rational
measure by reference to habitual desiderata, which may
seem unassailably universal so long as the regular con-
vention is observed. But with free form, where the
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whole basis is in fact non-conformist, its critique
has to be on different terms. As we have suggested at
the outset, the response must be referred, sui generis,
against the impact of the plastic content, with all its
Gestalt-free reverberations. It would thus be less
than sensible to merely gauge a plastic work sheerly
in terms of intellectual elaborations on its rational
merits. And whilst practical considerations have to
be weighed, they need not have to inhibit the primary
and inarticulate response to architectural free form.
It would not be at all a paradox to suggest that by a
further extension of rationalisation - into epistemo-
logical levels - it will be realised that rational
analysis alone is not meaningful enough.
It is further obvious that response to free form
depends upon the primary sympathies of which the obser-
ver is capable, and it depends ultimately on the extent
and development of his plastic experience. We can pro-
coed then to deduce two aspects of form appreciation:
the first is what we can call that of a "plastic equal;"
and the second, that of a "plastic dependant." These
definitions are of course not absolute, and are but
subjectively relative:
The status of a plastic equal indicates that the
observer has a developed plastic sense that transcends
rationality, and that he has a perceptual or conceptual
experience comparable to that expressed by a new plastic
work. Such an observer tends to say: such a formal
relationship does not please me "because" I have ex-
perienced more pleasing similar forms. He views with
a clear but perhaps unconscious reference to more aes-
thetic precedents or form-types.
The plastic dependant finds his experience of form
actually enhanced by the new encounter; his response
tends to be that of seduction by unimagined relationships.
His impressionability suggests that he has a need for
plastic stimulation; to him the experience becomes an
aesthetic precedent or norm - to be upheld or super-
seded by further impressions.
These two relative aspects can indeed be simultan-
eously entertained by the same participant. They are
in one sense merely a convenient means of clarifying
the degrees of plastic response to free forms. It is
of course not within the scope of this study to specu-
late further on the deeper sensual implications of aes-
thetic perception. It will suffice to remain conscious
of the presence of these inner echoes; and for our pur-
pose it will be enough to emphasise that response to
free form in architecture is by nature inarticulate and
does not need to be attended by intellectual rationali-
sation. The spontaneous appreciation of the plastic form
itself does not need to depend on conscious comprehen-
sion.
By this stage of our enquiry, we have advanced a
hypothesis about the roots and validity of free tendencies
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in art and architecture; we have further hinted at a
liberal concept of architecture; and have suggested that
the criteria of subjective form-making should be related
to its psychological genuineness or actuality. To these,
we have further appended the corrollary of plastic rela-
tivity in aesthetic judgement: the critic is 'equal'
or Idependent' in his own plastic sympathy to a new work;
and in criticism of non-rational form,plastic experience
is essential so as to transcend the barriers of rational
logic and verbalisation. On such an overall belief and
conception, we can proceed to survey examples of free form
in contemporary architecture, in relation to their style
or stylisation.
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FREE FORM IN ARCHITECTURE
By its nature, the diversity of free form in archi-
tecture would seem to be beyond meticulous classifica-
tion, and it would be invidious to attempt to label the
"styles" chronology of historical significance. Such
a survey would be beyond the scope of our study. For-
tunately, a great deal of documentation of contemporary
art and architecture is available, to which we can turn
for more complete reference. Indeed our study is greatly
indebted to these sources, and because of their existence,
is able to proceed to more specific issues in architec-
ture.
The purpose of our review of contemporary architec-
ture is to apprehend the extent of the tendencies toward
free form, and as such it has to neglect other salient
forms of the regular and more classical variety. It is
therefore important. to emphasise here that we are not
concerned with predicting what architecture should be,
in all its applications, and are mainly interested in
certain specified aspects of what architecture is.
As a further note, the multifarious characteristics
of free form tend to encourage various interpretations,
and any one survey cannot hope to be authoritative in
any absolute sense; and although it is possible, with
the aid of illustrations, to discuss and speculate upon
the noteworthy features as they arise, the final impact
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and significance of plastic qualities cannot be fully
represented in words. Furthermore, although we shall
employ a fairly objective presentation of material,
our analysis cannot shirk the relevant subjective issues
that will go toward substantiating the inferences and
hypotheses we have previously made. And consequently,
we can only hope that over the course of our strenuous
observations, the compelling features will emerge to
portend to the underlying motivations that give rise to
free form in architecture; and if this is apprehended,
the subjective basis of perception will be realised
as legitimate and significant in the aesthetic appre-
ciation of architectural plasticity.
By objective discernment, we can see that form ranges
from the regular to the indeterminate, and that this plas-
tic range also applies to compositional relationships.
Further to this, free design has the possibilities of
manipulating; regular elements in irregular composition;
irregular elements in irregular composition; or irregu-
lar elements in regular composition. The latter two
variants can be considered together; and by this means
we can relate free form to one of two distinct tenden-
cies. In architecture, we can consider that the designer
with any plastic interest in abstraction tends to play
either with the free composition of accepted "building
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blocks," or with the moulding of the shapes of the blocks
themselves into new variants.
The first tendency can be called Modular free form
in which the basic elements are usually of an architec-
tonic nature, approximating to constructional components
in building; the studies of Malevitch (f. 5), and Van
Doesburg and Van Eesteren (f. 56) portend to the possi-
bilities of this idiom. The second genre can be called
Modulational plasticity, by which the form elements them-
selves are wrought or distorted, i.e., modulated from
some precedent form-type by the intuitive agency toward
a sculptural kind of abstraction in form and composition.
There are also bound to be intermediate and transitional
variants between the two trends; and it will be of some
interest to discover what degree of compatibility has
been achieved by contemporary designers. Modular free
form appears to have a consciously intellectual basis
in its acceptance of geometric regularity. The examples
stemming from the Neoplastic movement usually reveal a
sophisticated concept in an implied spatial framework
or co-ordinates; and the departures in free composition
continually belie such a reliance on rectangular planes
and axes. In the minds of the architectural "plasticiansit
the intellectual form-ideas seem to have been equated
building components; and proceeding from a basis where
form and material had been stylised under the sway of
a geometric discipline, the designer is free to exploit
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the scope of spatial relationships. The "City in Space"
at the Paris Exposition of 1925, by Kiesler, is perhaps
one of the most imaginative of such spatial compositions
arising from De Stijl; and the early work of Mies Van
der Rohe, particularly his Berlin exhibition house of
1931 (f. 57) further exemplifies the possibilities of
modular elements in architectonic organisation.
As if in deference to their pioneering efforts,
the form-conscious experiments in neo-plastic architec-
ture seem to have escaped the label of "formalism."
Mies Van der Rohe for one was against form "as an end
in itself," and wrote, in a letter of 1927, "Form as
an end inevitably results in mere formalism. This effort
is directed only to the exterior. But only what has
life on the inside has a living exterior. Only what
has intensity of life can have intensity of form" (See
Johnson: Mies Van der Rohe). In effect he was railing
against superficiality, and was expressing a devout
idealism: that form must be a genuine product of the
sensibility. And yet, by a cursory reference to his
Monument to Liebknecht and Luxemburg, in Berlin, 1926
(f. 58), we should find it difficult to distinguish its
special integrity from other less genuine articles.
This difficulty has perhaps an explanation arising out
of the similarity of style and stylisation in any highly
"Gestalt-regularised" composition, as discussed in pre-
vious connections. Mies was indeed a pioneer and exponent
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of modular free form, and his Tugendhat House and the
Barcelona Pavilion are much quoted examples of this
idiom.
As it well-known, the interest in "space-creation"
(as Moholy-Nagy called it) was indeed catalysed and fer-
tilised by the whole of the modern movement in painting
and sculpture. Often, the"stylistic" aspects of design
have obscured the underlying forces: the real and vital
motivations in the artistic search for new visual form
worlds, by means of abstraction. Moholy-Nagy has left
us in "The New Vision," one of the most brilliant accounts
of the volution of space in art and architecture. He
also wrote: "The root of architecture lies in the mastery
of the problem of space; its practical development lies
in technological advance." He went on to categorise
the different kinds of space, in an exhaustive list
(p. 56, op. cit.); but also made the reminder: "What
we know of 'space in general is of little help in assisting
us to grasp it as an actual entity," and later, in the
nature of a truism: "...Space is a reality of sensory
experience," and "Its grasp is of the greatest help
in conceiving any design." The mastery of space, and
also of the practical factors in architecture, is one
interpretation of the architect's perpetual search for
a"finite"resolution in form. In free form, infinite
solutions seem possible, but in as much as each concep-
tion is "final" to its designer, each resultant entity
82
can be considered as being relatively finite.
In the tradition of spatial exploration in archi-
tecture, there has developed a trend which had initially
to contest against facile derivation from art forms.
The early neoplastic work of Oud, and Van Doesburg, were
attempts to effect a legitimate translation from notions
of art to architectural form in its own right. And yet
the translations do not seem to have been always assured
or successful. Oud's Cafe de Unie at Rotterdam(f. 59)
of 1925 has features of stylised pattern-making, which
seems modish to more recent eyes. One view could be,
indeed, that the conscious application of intellectual
form-ideas to the medium of building could not but be,
by definition, an act of stylisation, difficult to dis-
tinguish from the admitted "stylism" borrowed and em-
ployed by non-artists with a fancy for "modernism."
Gropius' Bauhaus at Dessau, 1926 (f. 60) can also be
seen to exhibit features of neoplastic origin - as
though Van Doesburgts poison was just beginning to seep
into a constitution fully attuned to the task of building.
And indeed the crux of the matter depends up6n the as-
similation of form motifs, and upon their becoming in-
grained into the architectural predilection. In this
light: whereas we can see signs of stylisation of form-
ideas in Gropiusl early work, with his later designs the
form-making seems to be quite unconscious or intuitive,
as with his house at Lincoln (f. 61). In a similar way,
the idiom of De Stijl has undergone a natural assimilation
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in the more recent work of one of its protagonists,
Rietveld, can be noticed in his Sculpture Pavilion at
Arnhem, 1956 (f. 62).
The work of Breuer is increasingly thought of as
being romantic in character, an impression suggested
by his use of materials. And yet in many ways his is,
par excellence, the neoplastic architecture of real ma-
turity. His own house at New Canaan, 1951 (f. 63) is
as clearly a plastic composition of modular elements -
vertical and horizontal planes - as his pristine Bris-
tol Pavilion of 1936; the fireplace in the Robinson House
(f. 64) is a further illustration of his style in an
entirely architectural medium - that has a stature
equivalent to, say, the abstractions of Vantongerloo,
in plastic quality.
Breuer has, of course, gone on from an intuitive
assimilation of neoplastic architectonics. And with
the Neumann house of 1953 (plan, f. 65) he begins to
modulate his wall elements as though inspired by the
topography. The result is in effect an extension be-
yond the rigid framework of the neoplastic idiom; and
in the Neumann house, he furthers a predilection first
observed in the Bristol Pavilion. As a rational archi-
tect, Breuer has a point to make about this kind of free
form: "A building is a man-made thing. It should not
imitate nature - it should be in contrast to nature.
A building has straight geometric lines. Even where it
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follows free lines, it should be always clear that they
are built - that they did not just grow. I can see no
reason at all why buildings should imitate natural, or-
ganic or grown form."L
In the neoplastic idiom, Mies Van der Rohe had been
experimenting with numerous projects using tstraight,
geometric lines;" but with his project of 1934 for a
court-house with garage, he deploys geometric curves
with a freer modulational tendency than in the Tugend-
hat house of a few years earlier.
The plan (f. 66) shows an interesting affinity with
the lines of the Villa Savoye of Le Corbusier, built
some years earlier, (1928 - 1930). In the Mies project,
the plan can be seen to arise from a sort of logic to
do with the turning circle of the automobile, as if this
was the rationale that generated the curvilinear ten-
dency. If this were the case, Mies himself would proba-
bly not admit any propensity for free form as such;
and yet the evidence certainly suggests curiosity for
greater plastic modulation.
By contrast, Le Corbusier t s Villa Savoye (model,
f. 68) was admissibly an extension of his plastic in-
terests in art into architecture; which is observable
also in his roof garden for the Bestegui penthouse in
Paris, 1930. The transition from purist painting (see
f. 67) to the "prisme pur" has been widely described
by contemporary writers; and Le Corbusier himself con-
tinually expresses the relationship between his art
and architecture. However, with many of his houses of
the ttwenties, and also to some extent, the Vi$a Savoye,
the turn from the Purist collage to building form was
not entirely exempt from the implications of stylisation
that we saw in the work of Oud: the highly conscious fash-
16ning of form, tending to become rigidly Gestalt-bound.
Giedion and others have quite rightly deduced that
the effect of new methods and materials of construction,
which makes possible most of the innovations in free form.
and planning. It is certainly important to account for
the vast potentialities afforded by new and changing
"instrumentalities," as Sullivan would call them. And
although our survey will tend to neglect the realities
of construction and structure, it is largely because we
are specifically preoccupied with the motivations that
make architects transcend the apparent limitations of
materials. We are concerned with the vision and imagina-
tion that stimulates and impells architecture beyond
building.
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Modern man has perforce to abstract strenuously away
from rational and geometric confines of form - without
consciously violating these confines - to achieve a
uniqueness in plasticity. Compared with his contrived
efforts, the uncalculated empirical buildings of more
unsophisticated peoples have a robust spontaneity of
freedom that is of course of a fundamentally different
nature. The dwellings of Pueblo Indians in Mesa Verde
(f. 69) or Taos (f.70) appear to be composed of roughly
regular units, and like the homes of the M'Pogga of
Transvaal (f. 71), the need for strict and precise order
seems absent and irrelevant. Similarly, the unpremedi-
tated groupings of Mediterranean houses in Sicily (f. 72)
are a continual revelation to urban eyes, accustomed to
a gridiron routine. Often the random organisation of
primitive and rural buildings intrigues the sophisticated
observer, whose appreciation of "picturesqueness" proba-
bly belies certain basic feelings about plasticity in
form.
Inspired no doubt by the random character of Medi-
terranean dwelling clusters, several designers in Italy
have recently been attempting to achieve a similar degree
of freedom in building. Perhaps the most vocal ponti-
ficator of this tendency is Gio Ponti who has frequently
enunciated the principles or notion of "Spontaneity in
Architecture." Amongst others, there has appeared a
"spontaneous" project for "a house without a plan" (f. 73)
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by Tedeschi and his associates, which simulates the piece-
meal grouping of the medieval or rural township. It would
appear to be possible to achieve free form by means of
a reversion to the random empiricism of unsophisticated
building - a randomness which has been observed to be
quite agreeable in genuine folk buildings, related to-
the strictures of irregular contours.
Ponti himself has essayed many projects in the "spon-
taneous" idiom. His project for an Italian Institute
in Stockholm (f. 74) however, belies the dangers of a
conscious "spontaneity." Irrespective of the niceties
of an intellectual leaning toward random form, the design
sense may be quite unable to act in a truly random man-
ner; and instead of being spontaneously picturesque, the
result may be quite stilted and self-conscious, or may
seem deliberately "rusticated." The eye is only too keen
to discern between the genuine and the artificial in
randomness of form. In the case of the Ponti project,
his other leanings in design ideas are also evident.
His favourite preoccupation with the placement of walls
and roofs, in angular relationships that depart from the
right angle, seems so deliberate that the final articu-
lated shapes which he produces literally invite the descrip-
tion of stylisation.
Ruins and scenes of dilapidation often appeal to
those with an eye for the picturesque. Whether or not
the appeal is associated with a sort of historical sen-
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timentality, the strange and unexpected formations of
decay can assume a compelling appearance of beauty.
modern artists have continually been influenced toward
free composition by the superficial disorganisation of
ancient ruins. The fallen relics of the Roman Forum
(f. 75) can be seen as the sort of precursor that could
have led to Bayer's Marble Garden (f. 76); and William
Turnbull's recent projects for murals and playgrounds
(f. 77) bear a striking resemblance to the petrified re-
mains of Pompeii, or to a desecrated forest of stumps.
The ruins of the Athenian Acropolis are of course
well-known as the object of classical veneration. His-
torians have continually attempted to invest the embarrass-
ingly unacademic grouping with new qualifications of
aesthetic subtlety. From Choisy to Lurcat and Le Cor-
busier, we find a line of interpretation on this same
theme; some experts elaborate at great length on the
logic of the composition according to the Parthenaic
processional; others speak of the subtlety of the axial
displacement, and suggest that an implied axis guides the
whole composition. Le Corbusier was also given to clas-
sical speculation, and it is interesting that he saw
in the Acropolis certain visual lessons in aesthetic for-
mation. (viz. Le Corbusier: Towards a New Architecture)
On a common sense level, one could surmise that the
"planning" of the Acropolis might have been brought about
by the contours of the site and the chronology of erection,
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as well as by certain dictates of geomancy. Neverthe-
less, it is a further indication of the inherently sub-
jective basis of perception, that different observers
have experienced different aesthetic notions about the
free grouping of the acropolis; and whatever these notions
may have been, the stimulation of the indeterminate or-
ganisation can serve to reveal new vistas of spatial re-
lationships. Through Le Corbusier's "eyes that see"
may have come the inspiration that led to his conceptions
for the new centers of St. Die (f. 79) and Chandigarh -
for these seem to have origins other than of the neo-
plastic kind. Certainly, we have evidence of Le Corbusier's
visual stimulants and his observant perception; his sketch
of the Pisa campus (f. 80) was, for example, an impres-
sion which contributed to the Palais du Soviets project
of 1934.
It is of course hazardous to draw inferences about
sources of inspiration for free composition in modern
architecture. It would be preferable to assess each
work on its own merits, and to come to terms with its
special characteristics.
As one grouping that appears to exploit a free inter-
play of nearly regular elements, the Three Chapels at
Brandeis University (f. 81, 82) by Harrison and Abramovitz
serve quite admirably for the purposes of visual analysis.
The initial response common to many visitors to
Brandeis is probably that of wonderment: three building
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elements placed around a pool must surely belong to a
schema of spatial tension. After the inital wonderment
at the plastic uncertainty, the observer would tend to
seek the underlying organisation. The shapes of the
elements themselves are soon grasped as each being regu-
lar in its kind, and basically symmetrical; their forms
are acceptably differentiated and appear to be of approx-
imately equal mass. The visitor further observes that the
axial symmetries of the chapels are distinctly parallel
or normal to one another; and as if by neo-plastic logic,
he may be inclined to seek the implied center of the
equipoise - which he would be unable to realise in spa-
tial experience, thwarted as he would be by the pool.
Along such lines of "Gestalt-divining" an observer would
be disappointed; if he set off with the predisposition
to seek a spatial or geometric logic of organisation
he would probably fail. Such would be the outcome of an
encounter where the observer is intent on measuring the
new experience against certain norms of composition;
he would in fact be irked by not discovering any compre-
hensible idea of form relationship.
And yet, according to the designer, certain rational
ideas helped to generate the planning: there was an existirg
pool of virtually the final shape, and the problem was
to dispose three chapels in such a way that the other
two would not be seen through the altar ends of any one,
and using the pool as a focal interest, the building posi-
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tions certainly met with the problems. The implication
is that the grouping was in fact empirical and quite
rational.
Upon this knowledge, if we were to suggest that the
practical determinants were not significant enough in
plastic terms, can we at all insist that the designer
should have conformed to our preferred principles of
composition or of spatial unity? The fact that he had
approved of the grouping as it stands, suggests that
it appealed to his sense of design. Should the observer
keep on to his predispositions in opposition to a differ-
ent approach to composition? Or should he widen his vision
to the new experience?
The answer would seem to depend entirely upon the
plastic persuasion invested in the design. In the first
place, the observer who is constitutionally obsessed
with, say, classical principles of composition would tend
to resist any appeal that cannot be classified according
to his principles or rationales. The observer who can
by habit only be stimulated by, say, a clever geometric
idea would tend to be unmoved by any form that has no
such content. Thus, against such an opposition, of a
conscious and intellectual genre, the free design has to
contend; and further has to penetrate beyond, to intrigue
the intuitive but subjugated plastic sense. To achieve
a free plastic appeal the work would have to be convinc-
ingly consistent in style; it would have to make an impres-
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sion as a prototype or an isotope: the exception that
sets its own rules.
Hence, any undeveloped resemblances to neo-plastic
geometricity may become a disadvantage. With the Bran-
deis Chapels such a hint can indeed be discerned in the
implied axial rectangularities - and could have led the
observer on to geometric references, a promise which is
then not fulfilled. One is tempted to suggest that this
degree of stylisation (as we define it) at Brandeis has
indeed offset its plastic potentialities of free composi-
tion.
One further point of general consequence can be made:
the plasticity of a design is impressive according to its
relative stature; or conversely, its appeal depends upon
the sensibility of the viewer, i.e., whether he is res-
ponding as a plastic equal or as a plastic dependent.
Hence, the visitor to Brandeis who is theoretically exempt
from any adherence to established limits of composition,
would tend to respond in one of two ways. The plastic
equal would tend to contest the shapes - as if he could
not accept their "arbitrariness" by comparison with his
experienced norms. The dependent type would tend to be
more gullibly apperceptive, and his new experience would
indeed serve him as a norm to be tested against further
encounters in plasticity.
In passing, we might note that more often than not
an observer might not in fact come into terms with the
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plastic content of a work; in many cases any potential
or inherent enjoyment might have been curbed or deformed
by overlays of puritan rationale or logic. It may become
initially necessary to liberate the plastic sense from
the intellectual bondage, so as to be able to see and
respond to free form in its own realm.
The truly robust work in free design has fewer pro-
blems in sympathetic reception. A distinctive fenestra-
tion pattern like the one on the roof of Le Corbusier's
Unite at Nantes (f. 83) has a visual punch as vivid as
that of the decorative painting of the M'Pogga dwelling
(f. 84). The basis of the first is of course quite differ-
ent from the other: the Le Corbusier design can be seen
as a movement away from regularity, whereas the MtPogga
patterns are unsophisticated renderings toward regularity.
Le Corbusier's interest in free composition using
modular units is a long-standing one. (His Modulor in-
terests will be discussed later). Some early usage of the
pattern of fenestration elements, such as in the Algiers
tower project, led later to the modular framing idiom
of the House at La Plata (f. 85), and more recently to
the near-sculptural architectonics of the Villa Shodhan
at Ahmedabad (f. 86). This last is perhaps a masterpiece
of its type, demonstrating the architectural possibilities
of regular constructional elements transformed by the in-
herent freedom of the plastic sense into an abstraction
of strong visual appeal.
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In a different approach, designers have also attempted
some freedom in pattern, utilizing machine-produced com-
ponents; this is the province of modular co-ordination,
and of buildingby assembly. The fact that designers
like Albers or Eames (see f. 87) can achieve a degree
of variety with standard parts does not, however, mean
that freedom is inherent within the permutations of the
parts. On the whole, systems such as the Hillts Pres-
weld construction used widely in England are not designed
to be so freely manipulated, although they do offer a
wide range of possiblities in choice. And whilst a
resourceful architect can enjoy great scope in the play
of massing, the system itself soon tends to assert its
"preferred" combinations. Of course, the entire raison
d'etre of the system was to standardise for usage within
an expedient discipline. The sensitive designer would
doubtlessly sense the limitations and restrictions of
the system - which allows him to play with the semblance
of freedom, rather than in freedom.
The compromises involved in the use of a modular
unit as the basis of artistic manipulation were probably
first realised by Mondrian, whose paintings, such as
the Composition of 1919 (f. 88), portended to later
usages, as in tile murals. As- their credo the members of
De Stijl had seen such a compromise between intellectual
convention and plastic invention as being a desired dis-
cipline. But although the artistic imagination is often
able to utilize and compose the most pedestrian of regu-
lar elements into View and intriguing appearances, the
effect is usually characterised more by its limiting regu-
larity than by the extension of plasticity.
In architecture, the acceptance of some modular or
architectonic components is usually implicit and unques-
tioned. The use of simple and regular units such as bricks,
and masonry in general is universal as a basic medium of
construction. From the earliest times, construction has
been a means of realising a form idea - of ritualistic,
symbolic or practical origin. Although the concept of
form has a priority in the mind of the designer, the
interaction between his pre-conceptions and the practi-
cal utility of the medium is usually vigorous and inspira-
tional. The development of structural integrity and the
notion of fitness for purpose can be seen as an occupa-
tional tradition. Even in the revolutionary movements
toward free form expressing the desire to deviate or ab-
stract from the strictures of convention - there has
tended to be a scrupulous and respectable observance of
the so-called nature of materials, as if this has become
an ingrained rational determinant.
The prolific work of Frank Lloyd Wright included
such a renunciation of the regimentation of form. By
his professed leaning toward self-expression and "organic"
form he rebelled against the absolute geometry of cuboids
and other crystalline shapes as the epitomised ideal of
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form in architecture. He has indeed described his life's
work as a continuous effort "to demolish the box seen
as Architecture," and has declared: "Making way with the
box both in plan and elevation now became fundamental to
my work. ... I have sought this liberation in some form
or other in almost every building I have built."
Wright was of course not adverse to the use of geo-
metric shapes; indeed he exploited them to the full.
In many instances his campaign against the box consisted
of dissecting it into miniature aedicules, or reducing
it into architectonic elements, which he then proceeded
to manipulate into imaginative amalgams of form, which
transcend the simple geometric morphologies. Whether
or not his early kindergarten experiments in Froebellian
block-building has contributed to his subsequent mastery
of the modular media of construction forms, the charac-
ter of Wright's architecture is strikingly architectonic
in basis.
His prodigous pioneering efforts also included ex-
cursions into the realm of modular co-ordination, later
known as the techniques of "Automatic Usonia." His
early Richard Lloyd Jones House of 1929 (f. 89) was built
entirely in standard blocks. In this work, somehow remin-
iscent of the Futurist-inspired neo-classicism of Italian
buildings, Wright's uninhibited and "Froebellian" touch
transforms the block units into a powerful and unique
composition, and he manages to achieve a degree of free-
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dom beyond most conventional applications of modular units.
The Adelman House of 1953 (f. 91) is a more recent example
of his imagination in modular construction.
Nevertheless, even Wright cannot quite contend against
the inherent limitations. of the block, and its practical
expediency tends to weigh against the attempts at free
composition. In the Jones House, for example, Wright
was unable to invest the building with a sense of scale
other than that arising from the use of the medium -
giving rise to the impression that the discrimination of
scale had been inherently "stylised" by the nature of the
material, and that consequently the designer had no part
in the choice of scale, other than to accept it rationally.
By comparison, Wright's virtuosity seems to achieve greater
fulfilment in works like the Rose PaUson House of 1940
(f. 92), where the rectangular massing has the evocative
power of a fuller self-expression.
His personal style is seen at full play in the well-
known Kaufmann House, "Falling Water," 1936 (f. 93), in
which Wright's neo-plastic command is to be observed in
all its vigour. His personal search for plastic freedom
can be traced in virtually all his large output: here
as a forceful deviation from symmetry, there as a composi-
tion of remarkable and unprecedented imagination. One
early masterpiece of architectonic free form is the Avery
Coonley House of 1908 (f. 94), where the departures from
symmetry are noticeable but subtle in their persuasion.
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Unlike his European contemporaries who had an inor-
dinate regard for the rectangular discipline of spatial
co-ordinates, Wright saw and seized upon the possibilities
of planes set at other than right angles. He discovered
a sort of "adjustable set-square" freedom, which he proceeded
to exploit as a basis for his architectonics. Beginning
with several projects in the early 'twenties, he went on
to produce the Ocatillo Desert Camp, 1927 (f. 95) which
can be seen as a prototype in the idiom which culminated
with the Taliesin West (f. 96).
Apart from its spatial novelty which disorientates
the effects of perspective, design by "set-square free-
dom" has certain inherent dangers. It may give rise to
the graphic illusion that one can generate plastic com-
position by means of novel modules. This is vividly demon-
strated by the facile imitators of the Wrightian mannerisms.
Although Wright himself has a genuine appetite for unusual
and exotic forms - which distinguishes his style -
his work contains so many stylised motifs (or stylisations,
by our definition) that lend themselves to the usages
of "stencillists." Because of the articulated nature
of his forms, they tend to be easily grasped by the ob-
server in Gestalt-bound terms; and furthermore, even an
impartial observer tends to categorise the overall form-
making according to these articulated motifs - irrespec-
tive of the elusive content of Wright's own plastic ima-
gination and abstraction. In other words, his form elements
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are such that they tend to be received as stylised in-
pressions regardless of deeper implications of plastic
freedom in composition.
The Boomer House of 1953 (f. 97) illustrates the
characteristics of a "set-square freedom," and exhibits
certain features of planning distortion that may be un-
palatable to most observers. It can also be seen as the
sort of prototype from which so much "googie" building
may have been derived. The plagiarist alert to the com-
mercial appeal of eye-catching novelty is of course un-
interested in any notions of professional integrity; in
effect his borrowings tend to be stylisations of form,
as generallyplastic depth contents would tend to elude
conscious derivations. Wright has frequently professed
a belief in an ordered simplicity, such as that inherent
in geometric forms, which must then be transformed into an
exuberance that is beautiful. (See "An American Archi-
tecture, p. 244). This appears to be his basis for the
acceptance of certain geometrically generated shapes.
Apart from the revelling in "set-square freedom," he
has continually exploited circular and helical forms.
Perhaps the most successful of its type is the Jester
House project of 1938 (f. 98), which was described by
Hitchcock as being inspired by the curvilinear proper-
ties of its plywood construction. The circular motifs,
however, were no doubt more ingrained as a form obsession
than by the mere rationale of constructional inspiration;
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and Wright has successively employed such shapes, since
the vintage of the Johnson Wax Factory, 1936-39 (f. 99).
This was the trend that led to the Morris Shop in
San Francisco (f. 100), and to the recent Guggenheim
Museum project. In the same genre is the David Wright
House (f. 101), which arouses some misgivings, on which
we can speculate: the impressions of idea-architecture
are again brought to mind. As we have realised, Wright's
form-making has been admittedly generated according to
certain geometric conventions. By definition this would
suggest a stylisation of the forms used, in a way not
remote from our views on Saarinen's Chapel and Auditorium
at M.I.T.. But whereas, the latter examples were instances
of relatively regular form, the helical shape is one that
tends to defy a plastic comprehension of its geometricity.
And consequently, the visual response tends to be evaluated
against certain plastic predispositions to free form.
On such a view, a form-idea, that is coiled shape (with
all its difficulties of termination) may be assessed
with more demands on plastic freedom than is allowed by
geometric generation. In other words, the aesthetic effect
is not necessarily satisfied or reconciled with a literal
use of geometry. Consequently, one response might be
that the form appears to be stilted by its generative idea -
explainable according to the viewer's experience of greater
plasticity and freedom. One way of describing a personal
feeling might be that the David Wright House appears
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deficient in sculptural sense, in that it has no plas-
tic spontaneity but is generated by conscious idea-making.
And this view would be in fact an indication of the essen-
tially architectonic way in which Wright conceives -
architectonic rather than sculptural, in the sense of plas-
tic modulation.
We have indeed come to a point where the transitional
problems of modular to modulational free form become
operative: the borderland where the geometric idea has
to be modified by the plastic intuition if the design
is to retain its appeal of style. This is the province
where conscious form-making tends to become modish styli-
sation, which may seem dated in terms of continual sophis-
tication of the visual sense by new plastic modalities.
By the ineorable change in perceptual preference, shapes
which have been generated by conscious Gestalt unattended
by Gestalt-free extensions tend to appear stylised or
"modernistic."
In this way, the semi-circular motifs favoured by
Mendelsohn, as seen in his Bauten der Woga project of
1926-28 (f. 102), may seem to be passeo in its stylism.
Indeed, they appear to have been adopted by a thinking
which accepts a geometric module without investing the
assembly with any personal flair for free fonn. This
practice seems a strange antithesis to the vigorous plas-
tic spirit inherent in the thick-line sketches for which
Mendelsohn is widely known. It is almost as if in actual
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building, his propensities had been subjugated by the use
of an expedient graphic convention thought to be more con-
structionally feasible.
Along such an argument, the form fantasies of Bruce
Goff often seem misdirected in plastic appeal. In the
Ford House, 1949 (f. 103), for example, the conception
is seen as a juxtaposition of definite and mechanically
stylised forms. The assembly of such "bio-technical"
elements appear as a makeshift collage where the elements
themselves become the main interest. To exaggerate:
the plastic freedom available is almost comparable to,
say, that afforded by the juxtaposition of three dust-
bin-like dust binsi
Goff's imagination is, however, a varied and fertile
one. His projects for the Perez House (f. 104, 105) rival
the sketches of Mendelsohn in fantasy and exuberance;
and like Mendelsohn's fancy, they also evince the same
sort of preoccupation with form motifs. This is also
perhaps a preoccupation arising out of the illusion of
graphic ease: in a drawing, the fantasy can ignore prac-
tical factors to an absurd degree. The sad thing is that
the plastic exuberance would tend to become stylised
when converted into constructional terms. In such a light,
there could be considerable misgivings over the implied
graphic delusion: as if the designer had been dreaming
of a facile architecture built up of pen or pencil strokes.
The description "expressionistic" would thus seem to
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pertain more to the desusion itself, rather than to the
general validity of plastic imagination in design.
Mendelsohnts Einstein Tower, 1921 (f. 107) is per-
haps his most outstanding work. In this more than in any
other building, he appears to have achieved the sculp-
tural intentions underlying his bold sketch designs,
a translation of his graphic talents into building form.
The initial impression of the plasticity, however, may
not be enduring, and may in fact give way to observations
of its shortcomings. In the first place the form is as
symmetrical as that of a submarine - and indeed visions
of the mechanical form world arise upon such a reminder.
Upon further examination, the template contouring may be
visually apprehended - as a method of construction akin
to the creations of naval and automotive "styling."
Such a view may be only of retrospective validity, and
certainly one can sympathise with the plastic efforts
against the restriction of materials. In the context
of visual assessment, however, further elaborations on
the use and fitness of materials would be adventitious.
In plastic quality, Mendelsohn's detailing (see
f. 108) appears self-conscious by comparison with, say,
the external forms of Gaudits Casa Mila, at Barcelona
(f. 109), where the plasticity of the surfaces achieve
a uniqueness, evocative of the erosive "art" of nature.
In the case of Gaudi, his personal participation as a
sculptor-architect in the process of building can be
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appreciated. Indeed, it would seem to be generally true
that the direct or supervisory contact with the building
medium would ensure a greater measure of freedom than
is the case with indirect and plan-generated architecture.
And in the realm of free form where the success of the
design hinges upon the plastic modulation of shapes, con-
ventional drawing, plan and elevation,may become an ob-
struction to plastic expression.
The qualities of spontaneous participation are evi-
dent in the Gatehouses of Parc Guell (f. 111) by Gaudi,
as also in the Bavinger House (f. 110) by Bruce Goff.
And yet the resultant characters are poles apart. In t1
Gatehouse, Gaudi displays his propensities for semi-nat-
uralistic or organically-inspired form-making: the ob-
serverts response may be related to his own sense of pic-
turesqueness or grotesqueness according to his background
experiences. The Goff house appears to have a plastic
quality more freely imaginative than in most of his other
works; but in this case the design ideas seem to have been
transcended by a rustic spontaneity, which probably arose
from the amateur process of building, performed by the
owners themselves. In one view,,.the house has a sort of
mad vitality commonly associated with Emmett's drawings
in Punch, and also with the dramatic forms of ruined wind-
mills.
It is noticeable that with the last three buildings
that we have cited, the reaction has tended to be referential -
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as if the visual appeal cannot be measured except by ref-
erence to previous experiences of form "pre-echoes,t
which may not be differentiated from object association.
Such a response need not, however, be received in any
adverse spirit, for indeed such associations are perhaps
inherent in all perceptual processes - at least at the
unconscious depth levels. There can of course be "acci-
dents" in the course of articulation, which may produce
hilarious or grotesque results: as in the case with
buildings that have discernible "eyes" and 'houth,"l or
even "ears." Such results certainly negate the whole
purpose of abstraction, which we have discussed earlier
as being the innate motivation to be "thing-free," and
also to deviate from regular norms.
The modulation of form - from an instituted norm
into transposed versions - can be roughly thought of as
an act of creative distortion: as if the pregnant prece-
dents are being unconsciously recast into new moulds.
Nowicki has also made a similar observation: "Art tends
not only to discover the truth but to exaggerate and
finally to distort it. And maybe in this distortion
lies the essence of art." (See Mumford; Roots of Con-
temporary American Architecture.)
In architecture, there are certain elastic limits,
so to speak, in the employment of materials; and there
are also rational "rules of the game." The quest for
plasticity has perforce to make new demands on materials
rather than to conform diligently to mandates of struc-
1o6
ture and materials. By its nature, the modulational ex-
pression amounts to the recasting of available materials
into new moulds of form. Such a preoccupation does not
of course preclude an intuitive regard for the limits
of materials; it can in fact result in a visionary con-
ception of new and unimagined usages. The underlying mo-
tivations, nevertheless, are associated primarily with
the development of the plastic sense. And conversely,
the appreciation of free form calls for a catholicity of
taste and thought, as though enlightened by a curiosity
for the unprecedented that is by definition incommensurate
with established principles of permissible form. Should
we seek to apprehend the real appeal of plasticity, we
might begin by adjusting our intellectual notions about
aesthetics to include the non-rational content of form.
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It is a common view that the modern waywardness in
form is essentially similar to that of Baroque times.
Such a generalisation merits a brief digression to consider
the differences or similarities between Baroque flamboy-
ance and contemporary free form in architecture. For
our purposes, we can perhaps do no better than to examine
some of the implications of W'lfflin's treatise: "The
Principles of Art History" 'in which he differentiates
between Renaissance and Baroque art in terms of basic
dualisms of composition. His five pairs of concepts in-
clude a definition of "tectonic" and "a-tectonic" rela-
tionships, i.e., of "closed" and "open" forms; and they
constitute to him the "double roots of style" in Baroque
art and architecture. He writes of the Baroque as: "a
style of more or less concealed adherence to rule and of
free arrangnent;" and also: "Art plays with the semblance
of the lawless. ... The baroque tends to conceal the
rule, loosens the frames and joints, introduces dissonances,
and, in decoration, verges on the impression of the casual."
As a parallel of modulational freedom, W*lfflin has
commented upon "the transformation of the rigid form into
the flowing form. Not that the straight line and right
angle are eliminated: it is enough that here and there
a frieze bulges, that an angle bends into a curve, to
produce the idea that a will to a-tectonic freedom was
there from the outset and only awaited its opportunity.
For renaissance feeling, the strictly geometric element
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is beginning and end, equally important for ground-plan
and elevation: in the baroque we can soon feel that it
is the beginning but not the end. There is a similar
process here as in nature in the progress from crystal
formations to the forms of the organic world. The real
domain in which forms attain the freedom of vegetable
growth is, of course, not major architecture, but furniture
liberated from the wall."
By Wblfflints admirable analysis, the characteristic
of Baroque appears to be: the tendency to concealment
of an established schema of regularity - implying the
constant and physical presence of the basic convention.
In actual fact most examples of the architecture of the
period are essentially geometric in organisation. The
concealment of geometricity and symmetry is rarely per-
suasive: the sinuous movement of the facade of S. Carlo
alle Quattro Fontane (f. 112), or the ornate decoration
of the Vierzehnheiligen (f. 113) do not in effect dispell
the overriding impression of regularity and symmetry.
This kind of interplay between a basic order and the
surface elaborations has of course its counterparts in
modern times. The Oberlin Auditorium (f. 114) by Harri-
son and Abramovitz is one example where the modulation
of certain shapes can be called baroque, in that the
logical symmetry of the building is still dominant. In
some instances what may appear to be free form to the cur-
sory glance, can be later seen to have an implied axis
109
of the baroque order: the shape of Minoletti's pool
(f. 115) at Monza displays such an implied axis which
has been curved, where the resultant symmetries have been
distorted.
In essence, however, most modern examples of free
form tend to depart physically and effectually from con-
ventional schema, and in the majority of cases the modu-
lational freedom cannot be related to norms of regularity.
By evolution, the differences from baroque have gone be-
yond picturesque playfulness to initiating new concepts
of form organisation, which pervades and characterises
the entire design.
The modern kind of modulational departure has of
course precedents in history. To our eyes: Peruzzi's
Palazzo Massimi in Rome (f. 116) is one such deviation,
where the contour of the thoroughfare has been responded
to by a bold design move to exploit the curvature. Simi-
lar empirical reasons no doubt attended the undulating
shape of Lansdowne Crescent, Bath (f. 117) - which Giedion
relates undifferentiatingly to Le Corbusier's Algiers
project (see later). There are also innumerable and
anonymous examples of undulating walls in landscape; but
foremost amongst such is the Great Wall of China (f. 118,
119), where the free topographical character of the land-
scape is inseparably that of the construction.
Among contemporary projects, Le Corbusier's grand
treatment of undulating forms in his Algiers scheme of
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1930 (f. 121) appears as an idea related to concepts of
the linear city, as much as to the designer's inner pre-
dispositions to such shapes. The constructions, which
in the Algiers project takes the form of a sweeping road-
way and curvilinear apartment buildings, is an idiom which
no doubt had its origins in the Purist forms of the Villa
Savoye and Bestegui roof terraces. The magnitude of such
a conception cannot be explained purely by the inspiration
of the contours, and even with the simpler form of Reidy's
Pedregulho development (f. 120) the aesthetic must have
had its roots and motivations within the plastic sense
of the designer.
Le Corbusier has continually shown his interest in
curvilinear forms; the roofscape at the Marseilles Unite
d'Habitation (f. 122) is one example of his sculpture
leanings. His feelings for plasticity has often been
compared with that of Gaudi. But unlike Le Corbusier,
Gaudi in all his versatility has at times a Baroque out-
look: as can be seen with the symmetrical terrace at
Parc Guell (f. 123). It is true, however, that both
appear to have been inspired by a sort of organic fantasy,
Le Corbusier in his sensual paintings (f. 124) and Gaudi
in his vegetative modulations. But in the roofscape
of Casa Mila (f. 125) one can sense a highly developed
and spontaneous plasticity, which is rather different
in flavour from the more constructivist idiom of Le Cor-
busier.
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Free form as used in non-functional structures
cannot of course be compared directly with examples in
serious architecture. However, sometimes the plastic
experimentation possible in exhibition design serves to
provide an outlet for the plastic ambitions of designers.
The Breda Fair Pavilion (f. 126) can be seen as one such
opportunity for display; its attempt at free form is not
far beyond the sculptural work of the Constructivists,
and is also reminiscent of the topological character of
Bill's Continuity.
Sometimes, sculpture takes on a semi-utilitarian
role and in this status its plastic possibilities tend to
become identified with those of architecture. The play
sculptures of Egon Moller-Nielsen are quite well known,
and his project for a bench (f. 127) is a further demon-
stration of his talents for plastic imagination, which
exhibits a plasticity that must serve to tantalise archi-
tects with similar propensities. The grotto-like sculpture
by Tomasini (f. 128) was designed for the pool by Minoletti
described earlier, and it is another example of art em-
ployed in a semi-utilitarian context. Sometimes, free
shapes are not what they seem to be - or at least the
originator prefers a more rationalised view of them.
The plan of Mies' Glass Skyscraper project (f. 129) of
1920, is one such instance, where the random form of the
plan takes on a new sense when we view the three-dimen-
sional prism that it generates. Mies himself maintains
112
that the plan was not at all arbitrary in that it had
been controlled by deliberate considerations of lighting
and of angles of reflexion - as if the plan shape has to
be dissociated from the result of mere whim. However,
if at all he exercised an aesthetic approval of the re-
sultant shape, he would have sufficiently acknowledged
a curiosity for free form. And although it can be ob-
served that the plan is indeed not as organically engen-
dered as it might have been, and that some degree of con-
formation to the angles of the site had been entertained,
the attempt if not the deed, nevertheless, serves to re-
mind us of some of the basic compulsions toward plasticity
that can be expressed in architecture.
Aalto is one practitioner who has never disguised
his predilection for free form, and his work is^ charac-
terised by an intuitive flair for modulation - for the
modulation of materials which lend themselves to such
treatment. As Giedion tells us, Aalto enjoys personal
friendship with artists such as Arp, Brancusi and Leger;
and indeed he is very much of a kindred spirit, to go
by his designs: the appearance of some glassware (f. 130)
that he has produced belies a similar instinct to Arp's,
which finds its "pre-echo" in nature, as for example in
the undulations of tree trunks.
The undulating form of Baker House at M.I.T. (f. 131)
is an example of his intuitive attitude to empirical and
practical building. J.M. Richards pays him an apt tribute
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by referring to "... the conflict there seems to be be-
tween the industrial techniques ot our time and building
as a natural intuitive process, a conflict which Aalto's
genius has somehow managed to resolve." (Made at an R.
I.B.A. lecture.) Indeed, Aalto is a tireless explorer
of form with a sure sense of its practical limits and
virtues; and his plastic imagination continually seems to
transcend any doctrinaire kind of prudence, by virtue
of its spontaneity. His kind of "humanity" has a wide
following in Scandinavia; and its affinities are to be
seen in works like the Factory at Ostensfors, Sweden
(f. 132) by Ralph Erskine.
Perhaps the most well-known illustrations of Aalto's
form-making are the Finnish Pavilion at the New York
World's Fair, 1939 (f. 133), and the undulating ceiling
at the Viipuri library; both exemplify his use of timber
as a material that can be modulated plastically. Although
the library ceiling has been popularly believed to be
acoustical in rationality, its primary plastic motiva-
tions are suggested by these words of Aalto (in a lecture
at the R.I.B.A.): "The idea of change should naturally
be to build houses like a shell around us by a bio-dynamic
process. That would almost result in a free form. But
it is very difficult to create the free form because
we do not have the methods. This is a prototype in the
library at Viipuri." (Referring to f. 134.) Such
a statement has somewhat astonishing implications, which
bear a striking resemblance to the vigorous ideas about
"Correalism in Architecture" of Frederick Kiesler.
Kiesler's most important work of recent vintage is
perhaps the World House Gallery in New York (f. 136),
which makes an interesting comparison with Le Corbusier's
Assembly Chamber to the Millowner's Association Building
at Ahmedabad (f. 135). Both are examples of interior
form-making which are essentially independent of the main
building. From the indications of the uncompleted interi-
or by Le Corbusier, we get the impression that the cur-
vilinear panelling is quite deliberately free-standing,
but its strange effects of optical distortion are somehow
incompatible with the framework of the building, and we
tend to feel that it has been the inconsistent result
of rather hasty ideas. By contrast, Kieslerts Gallery
is a triumph of imaginative plastic work, and apart from
a somewhat mechanistic entrance area, the main interior
is a worthy illustration of his notions of continuous
"correalism" in design, notions he first demonstrated with
his "Endless" House projects (f. 137, 138).
The writings of Kiesler has a visionary significance
to the context of free form. In the first place, he warns
us against the superficial applications of mere motifs -
against the form that "is not an organic whole but a
conglomerate," i.e., the piecing together of derivative
parts. In his article on "Psendo-Functionalism in Modern
Architecture" (Partisan Review) he expresses a cynicism
that is at once stimulating and penetrating in its vivid
differentiation between the illusion of technological
perfection, and human architecture. He writes: "Func-
tionalism is determinism and therefore still born. For
example: a foot that walks (but does not dance); an
eye that sees (but does not envision); a hand that grasps
(but does not create)."
"Functionalism relieves the architect of responsi-
bility to his concept. He mechanizes in terms of the
current inherited conception of the practical, and little
more; only simplifying and rendering ascetic what is al-
ready traditional. Actually, however, he does violence
to the freedom and self-realization of the basic functions
of living man. The species-is known by the total co-
ordination of its functions, not by its esophagns...."
He goes on, by an analogy with the complete biologi-
cal entity of man, to differentiate between the users
and consumers of forms and ideas (those that demand a
determinist routine) and the genuinely creative partici-
pants in a truly functional process; and in effect to
insist upon the genuine and subjective experience as
being the real determinant of creative form. Since a
protestation can be seen to affect all forms of design
by virtue of its insistence on integrity. In his own
work, Kiesler professes to be conditioned by such a vi-
sion rather than by any conscious pre-occupation with
the niceties of form - but it is important to realize
that the plastic success of, say, the World House Gallery
is in fact a measure of his inherent plastic sensibility.
The movement in art called Constructivism can be
traced to have considerable effect on architecture; but
not being a history study, we have only hinted at its
influences. One of its major protagonists in architecture
is Lubetkin of Tecton fame. His better-known Penguin
Pool for the London Zoo has been popularly held up as the
most famous of Constructivist forms in architecture;
and its "bio-technical" clarity has been widely acclaimed.
Perhaps more interesting in the context of plastic free-
dom, is Lubetkin's project for another Penguin Pool,
the Birmingham Zoo, 1937, (f. 139) which displays a greater
degree of imagination than he revealed before or since.
In many ways, it appears a striking pioneering exploita-
tion of the possibilities of the material, which hints
at later widespread practice in free form. Furthermore,
it illustrates an awareness of the inherent restrictions
of construction, which tends to stylise form-making,
and the attempt at counteracting this stylisation by the
efforts of plastic modulation.
It seems to be a short jump from Lubetkin to Nie-
meyer and his contemporaries; and indeed in Brazilian
architecture we shall find much meat for discussion.
There is certainly a vast area of plastic design to be
explored in the Latin American countries, and the use-
ful surveys by Goodwin, Hitchcock, Papadaki and Mindlin
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have served to publicise the major advances. In the Bra-
zilian context at least, it would hardly be invidious to
confine our observations to two key figures: Oscar Nie-
meyer, and Roberto Burle-Marx.
The first signs of the Brazilian kind of plastic
restlessness was perhaps seen in the Brazilian Pavilion
at the New York World's Fair, 1939 (f. 141) designed by
Costa, Niemeyer and others. For the exhibition purposes,
the modulational inflexions must have been a feature of
some visual impact; they must have served as another
precedent that helped to lure design beyond the whys
and wherefores of rational procedure.
Niemeyer himself explains (in Papadaki: The Work
of Oscar Niemeyer): "Architecture in Brazil, overcoming
the stage of orthodox functionalism, is now in search
of plastic expressions. It is the extreme malleability
of present construction methods together with our instinc-
tive love for the curve - a real affinity with the Baroque
of our Colonial times - which suggests the unfettered
forms of a new and amazing plastic vocabulary. Based
not on whim but on contemporary technology, creatively
applied to the solution of spatial problems, a true
Architecture emerges - a real work of Art."
From his words, there seems to be little doubt which
came first, his plastic propensities or structural tech-
nology. Papadaki in his second monograph on Niemeyer,
tells of "...the architect's preoccupation with achieving
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an emotional impact.......the function, spatial economy,
and the directness of structure become secondary; they
fade out during the process of complete metamorphosis."
Indeed, upon such revelation, we might begin by real-
ising the various terms of response -to Niemeyerts work:
for those whose rational personalities insist that archi-
tecture must remain bound to the dictates of function,
structural logic, and other practical rationales, Nie-
meyer's efforts would appear to be "irrational" and there-
by quite desultory; they would not be able to make any
concession to the plastic appeal by their rational in-
sistence against it. Secondly, those whose "principles"
have not quite encased their visual interests might ex-
perience some conflict at a response which they know
to be "not in the books." And thirdly, there would be
those.who might have been starved of other than rational-
ity, who might feelingly welcome the "generous realizations
with a variety of new and unexpected forms." (Niemeyer)
Such are some possible reactions which no didactic
persuasion can affect, except by prolonged and habitual
inculcation. On a more liberal view, if we are to get
into terms with Niemeyer's sort of aesthetics, we might
start by taking for granted that his approach is in effect
mannerist, i.e., he is obsessed with new plastic forms
before considerations of function. After all, function
can be and is often shoved unceremoniously into place
by architects; and whether or not this is classically
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his shapes proceed in chronology, or in stage of design -
from the arbitrary to the modelled and deliberate. In
the plan of the Pigmatary House he reveals the measure
of his lyrical sense, in that he manages to retain a
flavour of plasticity, where a lesser designer would have
succumbed to the stylisation inherent in a conscious
geometrically-aided shaping. On a broader view, Niemeyer
himself is generally not exempt from this bane of styli-
sation, which can be sensed in his well-known Church at
Pampulha, 1943, and also in his 1948 project for Twin
Theaters at the Ministry of Education in Rio (f. 144).
It would appear that Niemeyer's mastery of plastic
shapes, although successful on planar levels, has yet
to encompass free form in the round. Certainly he has
been at his best when dealing with flat planes, such as
the "flow-diagram" shape of the Sao Paolo Centenary Build-
ings, 1951 (f. 145); and he is certainly one architect
ready to assume "the scale of a sub-continent" in his
worki As a reminder of his versatility when playing
with fairly architectonic shapes, his project for a school
at Belo Horizonte (f. 146) may well be acclaimed as his
most "classical" work of architecture, in which imagination
and restraint has been blended.
Perhaps his most characteristic work in the idiom
of free shapes is his own home near Rio, build in 1953.
By all accounts, the approach view and the site (f. 147)
are magnificent and entrancing. The lyricism of the
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the challenge of contours, as illustrated by the garden
at Petropolis (f. 150). In Brazil the cross-influences
between architecture and garden design are an accepted
fact; and Burle-Marx's activity has been widely recognised.
He is essentially a painter, first and foremost, and any-
one who has seen his remarkable designs will have realised
their qualities as paintings in their own right. It can
be seen that his painterly predisposition to forms and
colours characterise his design motifs in landscaping.
But although it has sometimes been suggested that his
influences came from such as Arp, Leger and Matisse,
other more immediate sources are observable in the forms
of nature and landscape itself, as well as from Baroque
decoration. The designs for the Santos Dumont Airport,
Rio (f. 151), and for the Plaza of November 15 at S.
Salvador (f. 151) are some typical indications of his
pattern-making.
In most instances, Burle-Marx professes to echo the
environment or respond to the building for which the gar-
den is designed, and his method has been described as
"analagous planting, in which plants are arranged in ways
that are analagous to their surroundings - the geology
of the site, the mountains on the horizon." (C. Vincent,
in Architectural Review.)
The effect of Burle Marx's gardens cannot of course
be estimated except by actual encounter. Certainly the
illustrations of details (f. 153) cannot hope to convey
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the sense of the overall. From pictures we cannot judge
his sensitiveness to the modulations of the site, the ex-
ploitation of contours, and also of course the sense of
colour. From all accounts, however, Burle-Marx conscien-
tiously supervises the laying of his designs, and is given
to making adjustments on the site, and he is apparently
always conscious of the dramatic potentialities of the
site.
The pattern-making of Burle-Marx has sometimes been
considered to be merely decorative; and it is interesting
that under such a description, so many rational observers
have partaken of the "forbidden fruit" of free form -
as if its sensual irrationality has been permitted to
enter into a perception closed to more consequential de-
signs in architecture. Such an indication can only mean
that inherent aesthetic feelings have been precluded from
the perception of other legitimate forms of architecture,
and is further proof of the primary subjective nature
of the appeal of free form. The appeal of Burle-Marx's
designs seems to be world-wide, if only to judge by the
landscape manner popular to architectural students. It
seems to be true that by its precedence, the free form
vision of Burle-Marx has helped to open up the scope of
plasticity in design.
It is interesting that Burle-Marx himself has shown
a recent tendency toward the use of regular shapes, as
if he is tired of modulational form and now prefers to
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play with.modular elements. This tendency appears to have
precursors in his designs for murals and azulejos, in which
he has shown a fascination for crystal and bio-technical
shapes. In his design for Reidy's Museum of Modern Art
at Rio (f. 154, 155) he demonstrates this change quite
forcibly. If it is a permanent change, we can perhaps
interprete it as a search for new pastures by a sensi-
bility of exotic appetite. By such a transformation of
style Burle-Marx enters into the province of modular com-
position, which has its contemporary exemplars in such
as Le Corbusier's Tapestry design (f. 156) and Eames'
floorscape patterns (f. 157).
In all its diversity, the value of free form cannot
be dissociated from actual or implied complementaries in
regularity. This is implicit from our very first notions
about the inner human dualism and the twin counterparts
of form polarities. The free is heightened in effect
by a sense of its opposite; and the converse is of course
also true. By such an inherent dualism, the significance
of plasticity would be lost if our minds did not also
contain strictures of regular convention.
In a literal way, the Chinese have observed this
system of complementaries; it has been a tradition with
them to dichotomise very distinctly the roles of disci-
plined order and of random freedom. This is indeed ex-
emplified in their ideas about House and Garden, which
can be seen in the detail from a drawing of the Imperial
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Palace (f. 158). Such a literal juxtaposition of order
and freedom becomes part of the environment, and by the
equation that-takes place in the minds and hearts, a sense
of harmony can arise that demands the alternation of
intelligence and feeling. The view of the Pavilion of the
Floating Cups in Nan Hai (f. 159) demonstrates the lit-
eral compulsion of the environmental free forms.
It is then not at all surprising to find similar
tendencies in modern sophistication. The garden of the
Pedregal (f. 160) seems to entertain and foster the same
sort of response. It may further be deduced that often
the implications of mere picturesqueness go deeper than
meets the eye. Santayana has given us an explanation
of the attraction of random forms: "The great advantage...
of indeterminate organisation is that it cultivates that
spontaneity of intelligence, and imagination without which
many important objects would remain unintelligible, and
because unintelligible, uninteresting."
Indeed his line of reasoning bears a resemblance to
the traditional Chinese view of the stimulating useful-
ness of free and random form. It is this kind of intuitive
tradition that invests a weird and indeterminate forma-
tion like the Tai Hu rock (f. 161) with qualities of
beauty; for it is indeed cherished on account of the
imagination and inventiveness of mind that it provokes.
Such indeed are some sophisticated counterparts of modern
T.V., except that the T.V. program is easier to look at
and is hence not camparable in aesthetic valueJ It is
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therefore a plausible suggestion that architectural free
form tends to fulfill an equivalent role in intellectural
stimulation. We already have some indications of this kind
of visual function in the concrete shapes at the Unite
at Marseilles and Nantes (f. 162) - which Le Corbusier
for one sees as "Symphonic forms."
"The architect, by his arrangement of forms, realizes
an order which is a pure creation of the spirit; by forms
and shapes he affects our senses to an acute degree, and
provokes plastic emotions; by the relationships which
he creates he awakes in us profound echoes, he gives us
the measure of an order which we feel to be in accordance
with that of our world, he determines the various move-
ments of our heart and of our understanding; it is then
that we experience the sense of beauty." Thus wrote
Le Corbusier in 1923 (in Towards a New Architecture).
In this clear statement that characterises his thinking
up to the present time, it is important to note the Purist
sentiments that accompanies the more profound expression
of the subjective nature of aesthetics. For indeed,
Le Corbusier has been consistent in his search for the
illusion of order, as for the extension of subjective
plasticity in architecture. We have referred before to
his many contributions both in modular and in modulational
areas of free form; and perhaps on an overall viewing,
he has succeeded more than any other contemporary in
exploiting the full range of form, from the architectonic
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to the sculptural. It is therefore not surprising that
we should have chosen to culminate our review of free
form with some observations on the Chapel of Notre Dame
du Haut, at Rouchamp, which can be considered to be Le
Corbusier's most significant plastic work to date.
The dramatic form in a dramatic environment of the
chapel is a breathtaking climax to the physical pilgrim-
age necessary to get to the site. (f. 163, 164) The
approach view invokes a response difficult to ascribe
to any classical principles of formal qualities, and the
observer tends to remain intellectually dumb at the ini-
tial impact of the building seen in an encounter. In-
deed, he tends to be unable to begin to form an opinion -
being probably so much a plastic dependent of this unpre-
cedented form. Such is the power of the building that the
factors of function and structure seem secondary to the
experience of plasticity, and rationales stand aside while
the plastic flavour is being relished.
Certain motifs can be observed as having precursors
in Le Corbusier's work. The central pivoted door relates
to a precedent in a Ltesprit Nouveau pavilion; the towers
with their unique characteristics of lighting can be traced
to an early impression at Hadrian's Villa at Tivoli (f.
168), the roof gargoyle is reminiscent of a sketch for
a dam (f. 169); and many such observations could be made
to suggest the recurrence of motifs in Le Corbusier's
work. The roof form seems to recall the moulded porch
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roof to the Unite at Marseilles, and even the fenestration
patterns relate to certain consistent propensities shown
before by the designer. Indeed, one view is that the
Chapel of Rouchamp is another example of Le Corbusier's
sculptural skill at collage (cf. f. 166) - but a col-
lage that is not a simple conglomerate for behind it lies
the whole plastic experience of one who is gifted in gen-
uine abstraction. This is in fact one description of his
architectural style, in which form material recurs, but
is transformed in each new expression.
We are told (in Oeuvre Complete, Vol. 6): "The
Chapel is laid out by means of the Modulor. It has there-
fore been possible to reduce the whole to ridiculously
small dimensions in places, without making the spectator
aware of them... here is manifested the plastic issues
which he (Le Corbusier) has termed 'ineffable space.'
The appreciation of the dimensions steps aside before
the imperceptible."
This matter-of-fact statement belies a thousand truths -
inaccessible truths. The pierced wall at Rouchamp, even
when we are guided by an elevational working drawing
(f. 170), is such that it is in fact impossible to read
or realise whatever use of the modulor or any other eso-
teric convention that may have produced it. The spontaneity
of the style that distinguishes the fenestration pattern
is enough to enthrall one with delight; more than this,
can we be affected by a system of proportion that we cannot
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perceive? Indeed we can know that such a system actu-
ally governed the composition, and that it may describe
the commensurate building itself. But does the knowledge
of this externality illusion affect our response?
It is by such an encounter as at Rouchamp that we
can begin to place objective notions of proportion in
its right place. And also notions of rational determinants.
And we can further understand the tendency to objectify
qualities of beauty, to preserve it in some eternal guise.
We can also see beyond the utility of such intellectual
figments that are ultra-sensory, beyond these to the
basic plastic nature of aesthetic appeal.
Whatever the appeal of intellectual notions about
cosmic order or analogues, the response of delight to
plasticity, as at Rouchamp tends to be utterly and un-
equivocally irrational. Aesthetic appreciation has its
primary significance in terms of personal and subjective
values, according to the intellectual-plastic matrix
of the observerts sensibility. There must be a develop-
ment within the innate core, where the "profound echoes"
can reach the "plastic emotions.". "It is then that we
experience the sense of beauty.
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By our survey of contemporary architecture, we have
attempted to demonstrate that there is enough evidence
of form-making that goes beyond the dictates of rationali-
sation, and that what distinguishes architecture are its
basic urges to go beyond conventional rules of composition
or utility. There appear to be inner forces toward plas-
ticity that affects not only the highly sculptural efforts,
which we have called modulational free form, but also
the more rationally architectonic compositions which
utilize regular modular elements.
Within the creative process of design there seem to
be inner compulsions toward abstraction in form-making;
and as achieved by gifted architects of our times, abstrac-
tion by its originality - its free and plastic unique-
ness of conception - extends the vistas of conventional
experience and usages. Such a process of abstraction
is by nature expressive: it is expressive of the designerts
sensibility, it is expressive of his intuitive summary
of influence and experience, and of vision and Imagination;
it is also expressive of the basic dualisms of order and
freedom in all their ramifications, of intellectual and
plastic significance. These inner dualisms characterise
the complementary polarities of creative activity, polari-
ties felt by the artist, the architect, the composer,
the poet. It is the ability to respond to creative de-
mands with intelligence and also feeling that differen-
tiates human design from the predetermined, objective
131
methodology and functions of a machine.
The creative explorers of form in architecture work
to transcend, perhaps unconsciously, the mechanical pro-
cedures of problem-solving: the techniques of problem-
solving are essentially deterministic in that they accord
with the objectified norms and ideals of a "closed system;"
in contrast, creative design, by its nature, encompasses
the utility of problem-solving and also the subjective
and irrational characteristics natural to man and vital
to his aesthetic values.
Objective norms can be accepted as being useful,
and as being of the greatest educational worth in a com-
plex society; the practical value of "common-denominators"
cannot be negated, and must indeed be appreciated for what
they serve. It is only when the deterministic illusions
of objective absolutes tend to subjugate other human
and non-rational values, that it becomes necessary to
assert, and to apprehend once and for all, the more basic
and primary values of man's subjective nature.
In the field of architecture it is expedient to re-
spect rational ideals and objective principles that have
been a traditional heritage; it is further necessary to
maintain certain standards or levels of professional
judgement by enforcing rationalisable objectives. But
these are not the same as some mystical absolutes or dog-
mas that they must subjugate or supersede the innate and
subjective characteristics of man.
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By our review of the trends in free form we have ob-
served the diverse characteristics in architectural ab-
straction, and have described these under two main divi-
sions. The characteristics themselves cannot be objec-
tified as ideals - for this would betray and defeat
our underlying beliefs; the special quality of each finite
form achieved in the quest for freedom in design cannot
be strictly regarded as a nonn or precedent in the clas-
sical sense; and even if it is universally known and recog-
nised, the content or expression of a work of architec-
ture cannot be significantly perceived or identified
except by the subjective response to its actuality.
And this helps to explain the supremacy of the direct ex-
perience of architecture over the indirect knowledge of
its virtues.
It appears to be a characteristic of plasticity in
form to accord only to relative rather than to absolute
measures of beauty - i.e., to what can be directly and
subjectively experienced, rather than to the knowledge
of attributes. And as such, the values of free form must
be apprehended in a new light; its relative and even
ephemeral virtues cannot be gauged in terms of classical
notions of eternal permanence, but rather perhaps in terms
of the vibrant harmony that free form contributes to the
sensibility that genuinely appreciates its qualities.
The effect of this harmony is not merely a fanciful turn
of speech - in fact its truism, if realised, is not
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rhetorical: it belies the resolution or transitory equi-
librium between the inner dualisms that motivate man's
creative activity. Just as we cannot predict or impose
absolute standards for the sensibility and its balance
of intellect and intuition, we cannot dictate the abso-
lute proportions of plastic content in the constitution
of beauty.
Thus, free form in architecture defies the definition
of its objective values. It is nevertheless valid and
valuable by its extension of our experience and values.
As its most supreme purpose, it has to be the genuine ex-
pression of a creative sensibility. We have observed the
salient differences between genuine style in architecture
and its devitalised version of stylisation; and we have
further suggested the important roles of the intuitive
plastic sense, and the instinct for depth qualities that
can be perceived in the elusive content of free form.
Style in architectural expression is what defies the
eclectic, the "stencillist," the plagiarist; it is what
distinguishes the originator from the borrower, the user,
the consumer. Its appreciation depends upon the percei-
ver's sensibility, and his ability to receive the elusive
hints at the depth contents - an ability that goes be-
yond the superficial or fashionable acceptance of free
forms, and this also portends to the ability to assimi-
late new plastic influences and stimulation. For indeed,
the development of the inarticulate areas of the plastic
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intuition is perhaps the only means of communion with
the advances in free form - communion as a plastic-
dependent or as a plastic-equal. By the development of
the sense of plasticity, it may become possible to equate
again, in the fullest measure, feeling, instinct, and
visual imagination with logic rationality and knowledge,
in the practice and appreciation of architecture.
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POSTSCRIPT
A thesis of this scope cannot claim to be authori-
tative or complete; it can only attempt topresent enough
material for the reader to corroborate against his own
experience of fact and speculation. The belief in the
subjective basis of aesthetics is, for example, one issue
that has implications beyond architecture, and it calls
for an acquaintance with similar beliefs, before its
special applications to architecture can be entertained.
In the hope that the primary sentiments would emerge,
it has been necessary to curtail and restrict several
topics of architectural interest, and the problems of
colour, texture, and scale are some which have had to
be neglected. Although no attempt at a historical ap-
proach was intended, it would have been possible to make
many more references to architecture earlier than the forms
of the modern movement. It would have been possible,
for example, to discuss the features of Art Nouveau.
But such a treatment would have implied a more historical
flavour than could have been undertaken.
The shortcomings then, are many: some are inherent
in the broad basis of approach, others the result of prac-
tical limitations. However, the spirit in which the the-
sis was conceived was essentially exploratory and hypo-
thetical; and by such a study I have hoped to clarify
several issues of personal interest and conviction, and
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to present them in a form that would serve as a basis
for further discussion or controversy. For indeed, this
would be the only way of testing an assembly of personal
notions and interpretations - against the contributive
observation of others.
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38 65.
66.
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70.
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72.42
73.
43 74.
44 75.
76.
77.
45 78.
Gropius & Breuer: House at Lincoln, Mass.
(Giedion: Gropius)
Rietveld: Sculpture Pavilion, Arnhem, 1956
(Architectural Design)
Breuer: House at New Canaan, Conn.
(Breuer: Sun and Shadow)
Breuer: Fireplace detail, Robinson House
(Breuer: Sun and Shadow)
Breuer: Neumann House, plan, 1953
(Breuer: Sun and Shadow)
Mies van der Rohe: Courthouse project, 1934
(Johnson: Mies van der Rohe)
Le Corbusier: Purist painting
(Oeuvre complete, 1946-52)
Le Corbusier: Villa Savoye, model
(Hitchcock: Painting toward Architecture)
Mesa Verde dwelling
(Pueblo)
Pueblo dwellings, Taos, N.M.
(Pueblo)
M'Pog a village, dwelling plan
(Architectural Review)
Village in Sicily
(Sizilien)
Tedeschi & others: "Spontaneous" project
(Domus)
Ponti: Institute of Italian Culture project
(Ponti: Expressions)
Roman Forum, Rome
(own photo)
Bayer: Marble garden, Aspen
(courtesy: Kepes)
Turnbull: Playground project
(Architectural Design)
Acropolis plan, Athens
Le Corbusier: Plan for St. Die
(Oeuvre complete, 1938-46)
Le Corbusier: Sketch, Pisa
(Oeuvre complete, 1929-34)
Harrison & Abramovitz: Three Chapels, Brandeis
(Architectural Forum)
Harrison & Abramovitz: Three Chapels, Brandeis
(Architectural Forum)
47
79.
80.
81.
82.
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48 83.
84.
49 85.
86.
50- 87.
88.
Le Corbusier: Fenestration pattern, Nantes
(Architectural Review)
M'Pogga village decoration
(Architectural Review)
Le Corbusier: House at La Plata
(Oeuvre complete, 1946-52)
Le Corbusier: Villa Shodhan, Ahmedabad
(Oeuvre complete, 1952-57)
Eames: Fenestration pattern, house in California
(Bitterman--see bibliography)
Mondrian: Composition, 1919
(Seuphor: Mondrian)
51 89.
90.
52 91.
92.
53 93.
94.
54 95.
96.
55 97.
56 98.
99.
F.Ll. Wright: Jones House, 1929
(Hitchcock: In the Nature of
F.Ll. Wright: Jones House, 1929
(Hitchcock: In the Nature of
F.Ll. Wright: Adelman House, 1953
(Wright: The Natural House)
F.Ll. Wright: Pauson House, 1940
(Hitchcock: In the Nature of
F.Ll. Wright: Falling Water, 1936
(Hitchcock: In the Nature of
F.Ll. Wright: Coonley House, 1908
(Hitchcock: In the Nature of
F.Ll. Wright: Ocatillo Camp, view
(Hitchcock: In the Nature of
F.L1. Wright: Taliesin West, view
(Hitchcock: In the Nature of
Materials)
Materials)
Materials)
Mate rials)
Materials)
and plan
Materials)
and plan
Materials)
F.Ll. Wright: Boomer House, view and plan
(Wright: The Natural House)
F.L1. Wright: Jester House project
(Hitchcock: In the Nature of Materials)
F.Ll. Wright: Johnson Wax Factory, Racine
(Hitchcock: In the Nature of Materials)
57 100. F.Ll. Wright: Shop in San Francisco
(Bill: Form)
101. F.L1. Wright: David Wright House, Arizona
(House Beautiful)
58 102. Mendelsohn: Woga project
(Whittick: Mendelsohn)
103. Goff: Ford House
(Architectural Design)
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(Giedion: Space, Time and Architecture)
113. Neumann: Vierzehnheiligen
(Giedion: Space, Time and Architecture)
64 114.
115.
Harrison & Abramovitz: Oberlin Auditorium
(Architectural Forum)
Minoletti: Swimming Pool at Monza
(Kidder-Smith: Italy Builds)
65 116. Peruzzi: Palazzo Massimi, Rome
(own photo)
117. Lansdowne Crescent, Bath
(Giedion: Space, Time and Architecture)
66 118. Great Wall of China
(National Geographic Magazine)
119. Great Wall of China
(National Geographic Magazine)
67 120. Reidy: Pedregulho project, model
(Hitchcock: Latin American Architecture)
121. Le Corbusier: Algiers Project A, 1930
(Oeuvre complete, 1929-34)
68 122. Le Corbusier: Roofscape, Unite at Marseilles
(Oeuvre complete, 1946-52)
123. Gaudi: Terrace wall, Parc Guell, Barcelona
(Cuardenas de Arquitectura) -
69 124.
125.
Le Corbusier: Atelier view
(Damaz: Art in European Architecture)
Gaudi: Casa Mila roof, Barcelona
(Architectural Design)
59 104. Goff: Perez House project 1
(Architectural Design)
105. Gorr: Perez House project 2
(Architectural Design)
106. Mendelsohn: Sketches
(Mendelsohn: Works)
60 107. Mendelsohn: Einstein Tower, Potsdam
(Whittick: Mendelsohn)
61 108. Mendelsohn: Einstein Tower, detail
(Mendelsohn: Works)
109. Gaudi: Casa Mila, Barcelona
(Architectural Design)
62 110. Goff: Bavinger House, Oklahoma
(Architectural Design)
111. Gaudi: Gate House, Parc Guell, Barcelona
(Cirlot: El Arte de Gaudi)
63 112. Borromini: S. Carlo alle Quattro Fontane
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70 126. Breda Trade Fair Pavilion, Milan, 1952
(Kidder-Smith: Italy Builds)
71 127. Moller-Nielsen: Bench sculpture project
(Damaz: Art in European Architecture)
128. Tomasini: Underwater sculpture
(Kidder-Smith: Italy Builds)
72 129. Mies van der Rohe: Glass Skyscraper project
(Johnson: Mies van der Rohe)
130. Aalto: Glassware
(Bill: Form)
73 131. Aalto: Baker House, M.I.T.
(own photo)
132. Erskine: Factory at Ostensfors, Sweden
(Architectural Review)
74 133. Aalto: Finnish Pavilion, N.Y. World's Fair,
1939
(Giedion: Space, Time and Architecture)
134. Aalto: Viipuri Library ceiling
(Bill: Form)
75 135. Le Corbusier: Millowners Association Bldg.,
Ahmedabad
(Oeuvre complete, 1952-57)
136. Kiesler: World House Gallery, New York
(Art News)
76 137. Kiesler: Endless House project
(Interiors)
138. Kiesler: Endless House project(Interiors)
77 139. Lubetkin: Penguin Pool project, Birmingham
Zoo, 1937
(Circle, 1937)
140. Niemeyer: "Baile" Restaurant, Pampulha, 1942
(Papadaki: Niemeyer)
78 141. Niemeyer & others: Brazilian Pavilion, N.Y., 1939
(Papadaki: op.cit.)
79 142. Niemeyer: Tremaine house projects, 1947
(Papadaki: op.cit.)
143. Niemeyer: Pigiatary house project, 1953
(Papadaki: Niemeyer; Works)
80 144. Niemeyer: Twin Theaters project, Rio, 1948
(Papadaki: Niemeyer)
145. Niemeyer: Sao Paolo Centenary Buildings, 1951
(Papadaki: Niemeyer; Works)
150
Plate Figure
81 146. Niemeyer: School at Belo Horizonte, 1954
(Papadaki: Niemeyer, Works)
82 347. Niemeyer: House, 1953, exterior
(Hitchcock: Latin American Architecture)
148. Niemeyer: House, 1953, plan
(Hitchcock: Latin American Architecture)
149. Niemeyer: House, 1953, interior
(Hitchcock: Latin American Architecture)
83 150. Burle-Marx: Garden at Petropolis
(Hitchcock: Latin American Architecture)
151. Burle-Marx: Garden, Santos Dumant airport
(Bauen & Wohnen)
84 152. Burle-Marx: Plaza of November 15, S.Salvador
(Bauen & Wohnen)
153. Burle-Marx: Garden detail
(Bill: Form)
85 154. Reidy & Burle-Marx: Museum at Rio, project
(Bauen & Wohnen)
155. Reidy & Burle-Marx: Museum at Rio, project
(Bauen & Wohnen)
86 156. Le Corbusier: Tapestry, Palace of Justice,
Chandigarh
(Oeuvre complete)
157. Eames: Terrace floorscape pattern
(Miller catalogue)
87 158. Chinese Imperial gardens, detail of drawing
(Siren: Gardens of China)
159. Pavilion of the Floating Cups, Nan Hai, China
(Siren: Gardens of China)
88 160. Garden in Pedregal, Mexico
(Hitchcock: Latin American Architecture)
161. Rock in Soochow garden, China
(Siren: Gardens of China)
89 162. Le Corbusier: "Symphonic forms" in concrete
(Architectural Review)
90. 163. Le Corbusier: Chapel of Notre Dame du Haut
(Oeuvre complete, 1952-57)
91 164. Le Corbusier: Ronchamp, approach
(Oeuvre complete, 1952-57)
92 165. Le Corbusier: Ronchamp, front view
(Oeuvre complete, 1952-57)
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93 166. Le Corbusier: Sketch for a collage
(Oeuvre complete, 1948-52)
94 167. Le Corbusier: Ronchamp, back view(Oeuvre complete, 1952-57)
168. Le Corbusier: Sketch of Hadrian's Villa, 1910
(Oeuvre complete, 1946-52)
169. Le Corbusier: Sketch for dams, project
(Oeuvre complete, 1946-52)
95 170. Le Corbusier: Ronchamp, pierced wall elevation
(Casabella)
171. Le Corbusier: Ronchamp, diagrammatic view
(Casabella)
96 172. Le Corbusier: Ronchamp, interior
(Oeuvre complete, 1952-57)
173. Le Corbusier: Ronchamp, interior
(Oeuvre complete, 1952-57)
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Saarinen: Chapel, M.I.T.
Saarinen: Kresge Auditorium, M.I.T., exterior
Saarinen: Kresge Auditorium, M.I.T., interior
Schimmel: Liederhalle, Stuttgart
Utzen: Sydney Opera House, project
Traffic curve
BBPR: Labyrinth, Milan
Tatlin: Tower project, 1920
Niemeyer: Thematic Sculpture, Sao Paolo, 1951
Nervi: Spiral stiircase, Florence Stadium
Niemeyer: Ramp in Miranda House, Rio
Harrison & Abramovitz: Balconies, U.N. Building
Drake & Lasdun: School at Paddington
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Plate 33. figure 55. Malevitch: Architectonic Study
56. Van Doesburg & Van Eesteren: Project for a House
34. 57. Mies van der Rohe: Berlin Exhibition House, plan
58, Mies van der Rohe: Monument in Berlin, 1926
35. 59. Oud: Cafe de Unie, 1925
60. Gropius: Bauhaus, Dessau, 1926
36. 61. Gropius & Breuer: House at Lincoln
62. Rietveld: Sculpture Pavilion, Arnhem, 1956
37. 63. Breuer: House at New Canaan
64. Breuer: Fireplace, Robinson House
38. 65. Breuer: Neumann House, plan, 1953
66. Mies van der Rohe: Project for courthouse, 1934
39. 67. Le Corbusier: Purist painting
68. Le Corbusier: Villa Savoye, 1928-30, model.
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Plate 40. figure 69. Mesa Verde dwelling
41. 70. Pueblo houses, Taos, N.M.
71. M'Pogga dwelling plan
42. 72. Village in Sicily
73. Tedeschi & others: "Spontaneous" project
43. 74. Ponti: Institute of Italian Oulture, project
44. 75. Roman Forum, Rome
76. Bayer: Marble garden, Aspen
77. Turnbull: Playground project
45- 78. Acropolis plan, Athens
46. 79. Le Corbusier: Plan for St. Die
80. Le Corbusier: Sketch, Pisa
47. 81. Harrison & Abramovitz: Three Chapels, Brandeis, plan
82. Harrison & Abramovitz: Three Chapels, Brandeis, view
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Fig. 2a. Key Plan for the Model of the Acropolis
i. Nik Temple. a. So caled Manment of Agria. 3. Propylaca. Picture Gallery. 5. Sanctuary of the
Brauronia Artemis. 6 Prpylon. 7 (raothei. 8. Precinct of Zeus * and Boukoleion. 9. Parthenon.
ro. Temple of Roma. i i. Heroon of PanriIn. 12. Service. 13. Great Altar of Athena. 14. Old Temple
of Athena. 15. Propylon. 6. Erechtheum. 17. Pandrseum, Temple of Pandrosus, Sacred Olive Tree,
Cecropium. M8. Dwelling of the Arrephori. rg. Promachos. 2o. Service Buikling (?)
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Le Corbusier: fenestration pattern, Nantes
M'Pogga village decoration
Le Corbusier: House at La Plata, model
Le Corbusier: Villa Shodhan, Ahmedabad
Eames: fenestration pattern, House in California
Mondrian: Composition, 1919
F.Ll.Wright: Jones House, 1929
F.Ll.Wright: Jones House, 1929
F.L1.Wright: Adelman House, 1953
F.Ll.Wright: Pauson House, 1940
F.L1.Wright: Falling Water, 1936
F.Ll.Wright: Coonley House, 1908
F.L1.Wright: Ocatillo Camp, view & plan
F.Ll.Wright: Taliesin West, view & plan
F.Ll.Wright: Boomer House, view & plan
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figure 98.
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104.
105-
106.
107.
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109.
110.
111.
F.L1.Wright: Jester House project
F.L1.Wright: Johnson Wax Factory, Racine
F.L1.Wright: Shop in San Francisco
F.L1.Wright: David Wright House, Arizona
Mendelsohn: Woga project
Goff: Ford House
Goff: Perez House project 1
Goff: Perez House project 2
Mendelsohn: Sketches
Mendelsohn: Einstein Tower, Potsdam
Mendelsohn: Einstein Tower, detail
Gaudi: Casa Mili, Barcelona
Goff: Bavinger House, Oklahoma
Gaudi: Gatehouse, Parc Guell, Barcelona
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Plate 63. figure 112. Borromini: S. Carlo alle Quattro Fontane, Rome
113. Neumann: Vierzehnheiligen
64 . 114. Harrison & Abramovitz: Oberlin Auditorium
115. Minoletti: Swimming pool at Monza
65- 116, Peruzzi: Palazzo Massimi, Rome
117. Lansdowne Crescent, Bath
66. 118. Great Wall of China
119. Great Wall of China
67. 120. Reidy: Pedregulho project, model
121. Le Corbusier: Algiers Project A, 1930
68. 122. Le Corbusier: Roofscape, Unite d'Habitation
123. Gaudi: Terrace wall, Parc Guell, Barcelona
69. 124. Le Corbusier: view of atelier
125. Gaudi: Casa Mil& roof, Barcelona

00
N
._ _ ._ . 30FTIOM


ii

AL.
Plate 70. figure 126. Breda Fair Pavilion, Milan, 1952
71. 127. Moller-Nielsen: Bench sculpture project
128. Tomasini: Underwater sculpture
72. 129. 'Mies van der Rohe: Glass Skyscraper project
130. Aalto: Glassware
73. 131. Aalto: Baker House, M.I.T.
132. Erskine: Factory-at Ostenfors, Sweden
74. 133. Aalto: Finnish Pavilion,*N.Y. World's Fair, 1939
134. Aalto: Viipuri Library ceiling
75. 135. Le Corbusier: Millowner's Association, Ahmedabad
136. Kiesler: World House Gallery, New York
76. 137. Kiesler: Endless House project
138. Kiesler: Endless House project, plan
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Plate 77. figure 139. Lubetkin: Penguin Pool project, Birmingham, 1937
140. Niemeyer: "Baile" Restaurant, Pampulha, 1942
78. 141. Niemeyer;& others: Brazilian Pavilion, N.Y. 1939
79. 142. Niemeyer: Tremaine House project, 1947
143. Niemeyer: Pigmatary House project, 1953
80. 144. Niemeyer: Twin Theaters project, Rio, 1948
145. Niemeyer: Sao Paolo Centenary Buildings, 1951
81. 146. Niemeyer:. School at Belo Horizonte, 1954
82. 147. Niemeyer: House, 1953, exterior
148. Niegeyer: House, 1953, plan
149. Niemeyer: HouseT. 1953, interior

In tie Brazilian Pavilion we notice a flowing
space "architecturally" controlled, sheltered
or open, indoors leading to outdoors, and a
variety and wealth of views multiplying the
structural elements as they are seen from
different angles and from different levels.
The ground floor is primarily dedicated to the
flora and fauna of the country with a lily
pond, a snake pit, on aquarium, an orcihid
house (upper left of the plan), and on oviovy
on the upper right: a restaurant extending to
a dance floor and facing +he pond is also
accessible from the ground level. A broad
ramp leads to a spacious esplonode on the
upper floor '(below right) where a smol audi-
torium and the major exhibits ore locaoed. The
dotted line in the exhibition hol indicates a
balcony on a third level for additional exhibi-
tion space. The southern facade is protected
with egg-crote non-adjustable sunshades.
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approved, it is often connived at.
Niemeyer's "instinctive love for the curve" is seen
in the 'Baile' Restaurant at Pampulha, 1942 (f. 140),
in which Burle-Marx also collaborated. The form of the
building can be described as a circular cylinder with
a tail attached, that weaves away from it like an exu-
berant conga line. The undulating forms are confined
to the planes of the roof and ground; and the whole building
seems to be relatively simple and essentially bound to
the circular body of the restaurant. The degree of sty-
listic freedom is thus still limited by the geometry
employed.
It can be further observed in Niemeyer's output, that
he has not attempted to be free from geometric shapes and
has indeed drawn from such a storehouse for many of his
unlikely new forms - ranging from the hyperbola to the
inverted pyramid. In fact, his preoccupation seems to
be to weld together a diversity of forms, including a
flair for fluid elaborations. His projects for the Tre-
maine House, 1947 (f. 142) and the Pigmatary House, 1953
(f. 143) make interesting comparisons. Firstly, both
incorporate free shapes in the form of gardens and ter-
races, together with a basically rectangular building.
By a close scrutiny of the plans, it can be observed that
his method of plastic modulation appears to proceed from
crude and arbitrary sketches to the studied finality
of an elegant finish. From this we can surmise that
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Plate 83.
84.
85.
86.
87.
88.
89.
figure 150.
151.
152.
153.
154.
155.
156.
157.
158.
159.
160.
161.
162.
Burle-Marx: Garden at Petropolis
Burle-Marx: Garden, Santos Dumont Airport
Burle-Marx: Plaza of Nov. 15, San Salvador
Burle-Marx: Garden detail
Reidy & Burle-Marx: Museum at Rio, project
Reidy & Burle-Marx: Museum at Rio, project
Le Corbusier: Tapestry, Palace of Justice, Chandigarh
Eames: Terrace floorscape pattern
Chinese Imperial Gardens, detail of drawing
Pavilion of the Floating Cups, Nan Hai, China
Garden in Pedregal, Mexico
Rock in Soochow Garden, China
Le Corbusier: "Symphonic Forms" in concrete
121
roof appears to be spontaneous and somehow harmonious with
the contours of the pool and the rocky outcrop; and to
go by the plan (f. 148 ), these elements seem to be se-
ductively blended, and appear immediately impressive as
free shapes. But on a further scrutihy certain regular
features emerge that have been disguised, and, for example,
the rectangular bed rooms do not seem to belong to such
a building. Further, the interior view (f. 149) reveals
a lack of sympathy with the overall conception, i.e., the
observer finds it disappointing, perhaps as much by its
urbane sophistication, as by the unfulfilled plastic prom-
ise of the exterior appearances. And on such a response,
one may tend to call the work inconsistent in style or
feeling. On the part of the designer-owner, however, the
elements of regularity may indeed be the necessary coun-
terpoise to the free shapes - a counterpoise that pre-
serves the sanity of the living environment.
In summary, we might mention again the impression
that Niemeyer's flair for modulational free form is
mainly within the limits of planar forms. The plastic
treatment of such planes is of course facile by compari-
son with the scope of sculptural plasticity in three-
dimensions, and generally, Niemeyer has yet to rise to
such realms of form-making.
Planar levels are, however, quite in the element of
the landscape gardener, and in this field Burle-Marx
has made his contribution. He appears also to have met

)I
Museum of Modern Art, Rio do Janeiro.
Public gardens with paved walks showing an undulating
ornament in black and white stone. Circulation areas and
water surfaces framed in black stone. Certain parts of the
garden were conceived especially for outdoor sculpture
exhibitions. Regular colonnades of palms lead over from
building to garden. One of the ponds is destined for the
waterplay of the "flowing sculpture." the other will be
full of water plants. Parking space is within groups of
trees. A garden terrace in the nuseum itself shows a
formal composition of stone textures contrasting with
fresh plants.
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173.
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Le Corbusier:
Chapel at Ronchamp, site
Chapel at Ronchamp, approach
Chapel at Ronchamp, front view
Sketch for collage sculpture
Ronchamp, back view
Sketch of Hadrian's Villa, 1910
Sketch for dams project
Ronchamp, pierced wall elevation
Ronchamp, diagrammatic view
Ronchamp, interior, front
Ronchamp, interior, rear
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Croquis do L-C, fait en 1910 A Tivoli, dans la Villa Adriana
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